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The
is a publication of

The Society of American Fight Directors
DEDICATED TO IMPROVING THE QUALITY AND SAFETY OF STAGE COMBAT

Founded in 1977, the SAFD is a non-profit organization of theater
professionals, academicians, friends and supporters, all of whom share a
common interest in the art of stage violence.
Led by the country's top fight choreographers, the SAFD stands for the
very highest standard in effective and safe theatrical fighting.
The SAFD has developed recognized standards for three levels of
skill in the stage combat arts.
ACTOR/COMBATANT
The actor/combatant is an individual who has received basic training in three to six weapon forms and passed a
proficiency skil Is test. The actor/combatant certificate expires three years from the date of issue, but is renewable
through a re-testing process. The actor/combatant certificate does not qualify an individual to teach stage combat or
to arrange fight scenes. But it does signify SAFD recognition of this individual as a safe, competent performer.

CERTIFIED TEACHER
A certified teacher of stage combat is an individual who has first passed the actor/combatant proficiency skills test
and then, in addition, had extensive educational training and passed SAFD tests in teaching techniques, historical
styles, weapons theory and practice, and theatrical choreography. The SAFD endorses this individual to teach stage
combat.

CERTIFIED FIGHT MASTER
A fight master is an individual who has completed all requirements of an actor/combatant and a certified teacher.
Beyond this, he or she must have a strong professional background, have choreographed a minimum of twenty union
productions and passed an extensive oral, written and practical examination. Fight masters are endorsed by the
SAFD to teach, coach, and choreograph in professional theatre, film and television, and in the academic arena.

This journal printed entirely on recycled paper.
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HAT HAPPENED TO THE

FALL ISSUE OF THE FIGHT
MASTER, YOU ASK? WELL ...

BY
MARGARET
RAETHER

to all of you who wondered ir your copy went
astray, no. The whole issue collapsed under an
overload of other professional projects, all of
which had immediate, urgent deadline~. And,
as the Figl,t Master has always been a project
that I have produced "after hours," it kepi being
pushed back. A~ the holidays crept closer, I
kept telling myl-.elf, "Well, it'll be a fall/winter
issue. Or maybe jul>t a winter issue." And. of
course, it turned out to be a spring is,ue.
A.,, a graphic de.,,igner, I went free lance
for the rirf..t time laf..t fall and it has tah.en me
l>ome time lo realize that A) my time management skill-; f..tinJ.... and B) when you work at
home you're alway-. cit work, thus C) there'.,_,
no f..uch thing af.. "after hourl-.."
I have, hopefully, gotten a better handle
on running my own bu.,,ine.,_,.,_, now. There will
be three if..f..Ues of the Fig/,/ Master in 1995, to
compensate for 1994. Sorry, l>Orry, l>orry. What

:~~:;d~:~~~2;1~):t
,VJk
//WTI

"'home ....
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Tired of Plain, Boring, Period

SWORDS&
DAGGARS?
Well, we here at good old
LUNDEGAARD ARMOURY
are too, so we now
make our own
Rapiers, Daggers & Long
Swords with unique
(some say deranged ... )
hilt-work and combatworthy
blades. See for
\
~ ~ yourself by sending
. $1.50 for a catalog to:
Lundegaard Armoury
P.O. Box 287
' Crornpond, N.Y. 10517
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Richard Grndkowl>ki
D.ile Kirby
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.1/w11/d he 11•111to:
1834 Camp Avenue

Sulm1i11iom to

~

Rockford, IL 61103

Suhmitt<•d mau•1i11/ men he edited
[i,r, ·lcrrity mu/ leni:rh.

AFTER 25 YEARS OF ACCOMMODATING
fooli~hly expanded ego~ in the "fight game", I
have reached my limit of patience ...
Recently. I received an advcrti~emenl in
the mail from a "Swordma~ter" in the Los
Angele~ area. In hi~ one-page flier, promoting
hil-. worbhop, he implies that "certificates," arc
"b~." Why do so many small -~pirited practitioner~ of the stage combat art:-. feel compelled
to denigrate the work of other.,? Do they
hone~tly believe that by defaming the efforts of
other-. they enhance their own reputations?
Quite the contrary; Mouthing pitiful and
petty ~Jurs at one's competition merely
diminif..hes one's own reputation. It is best to
~tudy with a teacher/choreographer who is
plea~ed to publicly acknowledge the merits of
other~ (even those in direct competition) .
A teacher/choreographer worth emulating
values the art above self-promotion. Students
l>hould avoid teachers who are obviously
focui>ed on promoting themselves above all
ebe. They are poi~on to the ~pirit. They will
diminif..h you regardle~s of what fa:-.hionable
tricks they have to offer.

"What distinguishes a teacher/choreographer
is his/her generosity of spirit and depth of
knowledge. A fine teacher/choreographer is
engaged in a life-long pursuit of excellence."
Be wary of a teacher or choreographer who
im,ult-. or slanders the SAFD or it, members. A
magnanimity of spirit separate), a true Master
from a ,elf-promoting dilettante. The truth is
that everyone-SAFD Fight Mai>ler, Certified
Teacher, Actor/Combatant. or :-.elf-,tyled
"Ma,ter" is beholden to all of tl10,e who have
contributed to the stage combat art, in the past.
My advice to students, of every level of
,kill and experience, is that they ~tudy with
teacher~ who are generous of f..pirit, who readily
and joyously acknowledge the qualities and
accompli~hments of others, who are disciplined
practitioners of their craft and who are
pa,,ionately devoted to furthering the art form
they practice; avoid all other, regardless of rank.
It if.. not the number of "big name" film,
TV or theatre productions that di!->tingui-.he-. a
practitioner of the stage combat art,. What
di,tinguishes a teacher/choreographer i, hi-./her
genero,ity of spirit and depth of knowledge. A
fine teacher/choreographer il> engaged in a life

long purs uit of excellence, fmtered by
camaraderie and an un,elfi~h plea.,ure in the
legitimate contributionl> of hi,/her colleagues.
If you ~tudy with mean ,pi rited people
(who li,t their paltry accomplif..hmentf.. in order
to impre,s you) you might learn a trick or two,
but you may also be tainted by their negative
attitude. It i:-. more important lo sustain and
nurture your open-minded long-term quest for
mastership in the combat arts, than it is lo court
some egocentric teacher for the possibi lily of
getting a trivial role, or in the hope of snatching
a few :simple combat tricks!
A, a final note; I must say that I have always
been saddened by those who give grandiose
title, to them~elves . The only titles worth
mentioning are those that your students and
your colleagues bestow. A title is of value only
if you have earned it in the eyes of your peers.
Ultimately, it is the joyous respect bestowed
by the members of the Society of American
Fight Directors that give legitimacy to the valued
title, of "Actor/Combatant." "Recommended
Actor/Combatant," Certified Teacher," 'Fight
Maf..ler". and "Fight Master Emeritus."
I al>k you to continue to ignore people who
tra),h the SAFD for their own petty ends! You
are part of a very significant organization that
haf.. ,upported and aided the theatrical community in the United States for almost two
decades. You are part of a group that has had a
,ignificant impact on the cultural life of your
generation in this country and abroad.
Don't allow anyone to diminish your pride
in your achievementf... Don't allow some self~tyled ·•1rn1,ter" to denigrate your hard-won
accomplishment in earning a "certificate" from
the SAFD.
After 25 years of ,tudy and service. I am
grateful to have been awarded the title of
SAFD Fight Master Emeritus by my peer:-.. I
am especially grateful to thof..e ,tudentf.. and
teachers who selfle.,,ly continue to work
towards developing the nc:t generation of
(stage. film/televif..ion) combat artists.

J.D. Marti11e::. Fight Moster £111erit11.1
Lexington. VA

IT'S JULIE de MAUPIN, NOT "WOMAN"
WHEN I THINK OF THE HOURS WE SPENT
cramming for the three hour written te,t for
Certified Teacher~ (devouring every tidbit of
hi\tory. ,tyle and technique that we could find
on ,word play) I wa-. amazed that you referred
to SAFD STUFF (pg. 8 of the Spring/Summer
Fight Master l 994) a-. the Angelo T-shirt &
the ··woman" T-shirt.
THE FIGHT MASTER • SPRING 1995
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I think it's great that we now have two
choices to flaunt on our chests. It certainly
strikes a blow for equality. But to identify one
and then dismiss the other is like saying: Pres.
Clinton and his wife . .. Adam and that first
woman ... Angelo and the woman fencer.
C'mon! Let's give credit where credit is
due. If we can identify the strikingly dashing
male figure as the renowned Domenico Angelo
Malevolti Tremamondo then surely we should
recognize the adept and equally lethal female
as none other than Julie de Maupin.
Julie de Maupin (l quote from the book: AZ of Fencing by E.D. Morton) "was a popular
actress at the Paris Opera in the seventeenth
century. The lover and pupil of the great fencing
master Serane, she was an accomplished swordswoman and dangerous duellist in an age still
greedy for duels. As events revealed, she was
more than a match for most men. She called
out two fellow-actors whom she accused of
insulting her and when they refused to appear,
they were publicly humiliated, by being obliged,
in the one case, to hand over his personal
possessions including his watch; in the other,
to make a fulsome apology on his knees. Her
most memorable exploit was to challenge all
the men at a ball who had defended a lady whom
she had insulted. According to the story, she
took them outside in turn and killed the lot.
This formidable lady, whose offenses were
pardoned by Louis XIV, eventually left France
and retired into private life as the mistress of
the Elector of Bavaria."
Now, the name Angelo has for a long time
been a household name in the SAFD. Shouldn't
de Maupin become equally (in)famous. After
all, it's only right. So, this is for Ricki and all
the other female fighters that I would certainly
audition with the rest of the boys.
As an afterthought, if you are lucky
enough to have the A-Z of Fencing, check out
the engraving on page I I 8 from which the Tshirt print was taken to see what's on the
business end of de Maupin's sword.
Michael G. Chin, Certified Teacher
New York, NY

I have been a Julie de Maupin fan ever since
reading about her exploits i11 Robert Ba/dick's
book The Duel. BUT, I am not convinced, Mike.
The illustration in Fencing A-Z is captioned
"a latter-day Julie de Maupin" and her dress
appears Victorian, which would be a cemwy
after de Maupin's heyday during the reign of
Louis XIV. Can we nail this down? I would be
thrilled to have "woman" turn ollf to be Julie
de Maupin. Can anybody confirm this? - Ed.

•

Semi le11er.1· to 11,e Fight Master. J834 Camp Ave.. Rockford,
/l 61103. l e11er.l' may he edire,lfor Je11gth ,md clarity.
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LOOK AT RAOUL JOHNSON'S INTRODUCTORY TAPE
COVERING THE FUNDAMENTALS OF STAGE COMBAT

HAVE

NOW ACCEPTING
APPLICATIONS
for the 95-96 school
year at the only fulltime actor training
program in Physical
Theatre in America.

THE
VISION
WE

BY
LAWRENCE
WOODHOUSE

HAVE

Please call or write for
more information.
ACCREDITED BY THE NATIONAL
ASSOCIATION OF SCHOOLS OF THEATRE

DELL'ARTE

SCHOOL
OF
PHYSICAL THEATRE
POB 816N BLUE LAKE, CALIFORNIA 95525
707/668-5663

COMBAT FOR THE STAGE IS PART OF THE
Theatre Video Series published by DVC, Inc.
out of Indianapolis. The instructor is Raoul
Johnson, Associate Professor at Loyola
University in Chicago. The video is intended
to introduce Theater Arts teachers to the
fundamentals of stage combat.
Included is a Teacher's Guide; a 9-pg.
booklet containing a course outline,
some sword drawings, a selected
bibliography, and a brief quiz The
tape is divided into six sections and
covers the use of firearms and sword
selection, armed and unarmed
choreography, and instructions for
putting together a brief fight.
Regrettably, my excitement
over this tape was short-lived. The
video opens with Mr. Johnson and his assistant
performing a rapier fight. It was one of the safest
fights I have ever seen. Also one of the least
interesting. All cuts were either above the head
or below the knee. All thrusts were well below
the knee. At no time did I get a sense that the
combatants were trying to hit anything other
than each other's blades. It was a good idea to
start things off with a bang, so to speak, but
this was disappointing.

Demonstrations and lectures
After introducing himself, Mr. Johnson
moves quickly into the various topics. He
brings up some good details in the area of
weapons selections: He demonstrates how
much safer a stage gun is to a real gun, even
when both are loaded with blanks. He points
out what to look for in different prop edged
weapons; including the dangers of using
decorative swords for fight scenes.
The Unarmed section goes through some
of the basic attacks: slaps, punches, and kicks,
before moving on to falls. The Falls portion is
good; in fact, I thought it was the best section
on the tape. But it is regrettably short.
The final two sections deal with learning
the terminology and choreography of a sword
fight, using the opening fight sequence as the
example, Ignoring the fact that the fight itself
is not very good, they do go through the
sequence carefully, step by step. But, I did find
some of the terminology a bit confusing.
There are a few valuable items mentioned
here, though. He recommends such important

concepts as: writing down all movements;
describing the action from the attacker's point
of view; and rehearsing the fight as it will be
performed. He repeatedly stresses the need for
safety, too. But while he talks about proper
distance, timing, and the giving of cues, he
never once mentions eye contact.
There are also several places where the
video proves the necessity for editing and
proper rehearsal. During the section on firearms,
as Mr. Johnson is about to stress the importance
of never using a real gun on stage, he stumbles
on the words; apparently unsure of the best way
to say this. Consequently, this crucial moment
loses all impact. Later, during the unarmed
section, while demonstrating a punch to the
face, (he doesn' t use knaps, by the way) his
assistant turns his head the wrong way; moving
into the punch instead of following the path of
the blow. Sorry, but I find that sloppy.

Questionable remarks
I also take exception with a couple of his
remarks. While discussing the various types of
swords available, he quotes a director who once
told him what to do if a sword breaks during a
scene - arrange for the sword to break upstage,
away from the audience. This director told him
" .. .if it hits an actor, no problem; actors are a
dime a dozen; audiences are hard to come by."
Now, the upstage part makes sense, but the rest
bothers me. There are better ways to handle
this situation. Mr. Johnson calls the remark
"facetious" and eventually says not to let this
kind of thing happen at all, which is sound
advice. I don't think that remark should have
been on the tape, however. Still later, while
talking about rehearsing the fight, he advises
working at half speed for at least the first week
of rehearsal. Gee, that long, huh?
Combat for the Stage retails for $95 and is
available in the Performing Arts Buyers Guide.
The running time is about ninety minutes. The
bibliography contains several books I'm pretty
sure are out of print and the Stage Weapons
Sources list is outdated and inadequate.
This tape could be of some use as an intro
to the concepts of stage combat, but I wouldn't
show it without supervision. Considering that
it costs over$ I 00, including tax and shipping,
it could have been a lot better.

•Lawrence Woodhouse 1s a Chicago-based SAFD member

•
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J\rms
&
J\rmor
1101 Stinson
Blvd. N.E.
Suite G-M
Minneapolis,
Minnesota
55413
612-331-6473

HOPE EACH OF YOU ARE WELL AND FIGHTING SAFELY.
LOTS OF THINGS ARE HAPPENING IN THE WORLD
OF STAGE COMBAT AND l'M HAPPY TO SAY THAT THE SAFD
SEEMS TO BE IN THE THICK OF MOST OF IT. WORKSHOP
OPPORTUNITIES ARE CONTINUALLY GROWING AND THE LEVEL
OF TRAINING AVAILABLE IS ON THE MOVE AS WELL.

069

BY
DREW
FRACHER

Send $2.00
for our new
24-page catalog
Make checks
payable to:
Arms &Armor
Please allow
6-8 weeks
for delivery

The Paddy Crean Workshop
The Paddy Crean Workshop in September
was again a rousing success. The Globe
Fighters hosted a very special three days of
international exchange, serious fighting and
fun. I am very excited about the blossoming
relationship between ourselves, the Society of
British Fight Directors and Fight Directors
Canada. I believe that we all have much to
share and the bridges are building more
each day.

"It is truly a pleasure to see the interest level
rising all over the world and to know that
the SAFD has had a hand in this exchange. ~

Add $5.00 shipping
per item

The International Workshop

Quality
reproductions
of swords and
weapons
suitable for
stage combat.
Arms & Armor 1101 Stinson Blvd. N.E., Suite G-M, Mpls, MN, 55413 612-331-6473

•
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my thanks to all who are pitching in. To those
of you that have yet to do so, let me say that
we need your input, and that your voice will be
heard. The axiom that speaks of being "only as
strong as the weakest link" is very true.
Let me urge each of you to get involved in
your area, to get the word out to schools and
theatres, producers and directors, run a
workshop, take one, or just get together and
work out to keep the personal skills up. Each
of these things is as important as the next as
we move into the age of global
exchange.

Name

068 Solingen Rapier

w/ pierced blade $460.00

084 Venetian Rapier

$425,00

D 067 Northern Italian Rapier

$425.00

D 069 Smallsword

$195.00

Zip

City

D,ylimc Phone: (
VISII/Malf.c,ard (circle one)

Cudt

EJp. Dw:

There was an international workshop
taking place in London this Spring, with folks
participating from all three countries, plus
Italy, Denmark, France and New Zealand,
among others. It is truly a pleasure to see the
interest level rising all over the world and to
know that the SAFD has had a hand in this
exchange. It speaks very well for the
organization and I am proud to be a part of it.
With this increased profile on the
international scene, it is more and more
important that, here at home, we continue to be
uncompromising in our standards of excellence
in all fa~ets of our work. It is ever our
responsibility to keep the standards of safety
higher and higher and to be as strict as possible
in terms of technique and aesthetic.

The NSCW

The National Stage Combat
Workshops are pending and along
with that will be a Teacher Training
Workshop. Let folks in your area
know about this terrific opportunity
and join us at University of Nevada,
Las Vegas for an intensive brush up or
introduction to your skills as a stage combat
artist. Keep up the good work folks. Be well
and fight safely. Peace.

Increasing interest in the ranks
You, the membership, are the folks out
there doing it and you are responsible in your
own right for the organization and it's well
being. I am buoyed by the increasing interest
among the rank and file to have a hand in the
operation of the SAFD and I want to express
THE FIGHT MASTER • SPRING 1995
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Again this year

CHOREOGRAPHER'S WORKSHOP

Davids. Leong and J. Allen Suddeth

Under t11e direction of two of America's
foremost fight directors, participants
will have the opportunity to explore the
process of fight choreograpliy from
inception to performance. Lectures and
demonstrations on script analysis.
working with directors and actors,
notation, comedy, group fights. blood
effects, gun safety and more. come
and learn a process! We use text from
Sl1epard to Shakespeare. Daily critique
sessions. Final performance. Loads of
handouts. You will be challenged!

head the Performer's and Choreographer's workshop.
This is the fourth year of this successful, one-of-a-kind
workshop where students have time to -work on the
process of linking technique with performance.
Join us in the beautiful Maine hills for lots of hard
work. training, and a positive group experience.
No other workshop offers such in-depth insight into
both choreography and performance.

9A.M.-5 P.M.
EASTERN STANDARD TIME

PERFORMER'S WORKSHOP
In conjunction with tl1e Cl1oreograpl1er's
Worksl1op, tl1is worksl1op focuses on
linking technique with process . Daily
rel1earsals and performance of scripted
scenes. Daily review and critique. Daily
technique classes each morning, to be
followed by alternoon and evening
rel1earsals. Cross gender casting, Final
performance.

The cover of this issue features a photo of a French
saber with brass hilt and slightly curved blade of
the type used by the cu1rassier or heavy cavalry
regiments in Napoleon's army.

RAMSHEAD ARMOURY
"Purveyors of Historic and Unique Weaponry"

Weapons, Chainmail, Books and Clothing
for the medievalist
=

Catalog $2.00
CELEBRATION BARN THEATER
1995 PERFORMERS AND CHOREOGRAPHERS WORKSHOP

JUNE 18 to JULY 1, 1995
*

Ramshead Armoury
P.O. Box 653
Champaign, IL 61820

FOR MORE INFORMATION CONTACT CAROL BRETT
CELEBRATION BARN Tl !EATER
190 STOCK FARM ROAD
SOUTI I PARIS. MAINE 4281
PHONE: 207-743-8452

*

*
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The Society of American Fight Directors in association with the University of Nevada, Las Vegas

an equal opportunity/affirmative action university
presents the

SIXTEENTH

ANNUAL

HE RESULTS OF THE FIFTEENTH ANNUAL NATIONAL
STAGE COMBAT WORKSHOPS IN LAS VEGAS, NEVADA

RICHARD RAETHER
NSCW COORDINATOR

1994 NSCW STAFF
Workshop Coordinator
Richard Raether
Assitant Coordinator
Mark Guinn
On Site Coordinator
Linda McCollum

ACW Teachers

July 10-28, 1995
Las Vegas, Nevada
for more information call On-Site Coordinator Linda McCollum

Broadsword
John Robert Beardsley
Michael Kirkland, asst.
Rapier and Dagger
J.D. Beardsley
Richard Ryan, assistant
Quarterstaff /Smallsword
Richard Raether
Mark Guinn, assistant
Unarmed
J. Allen Suddeth
Michael Donahue, asst.

AACW Teachers

702-895-3662

David Boushey
Dale Girard, assistant
David S. Leong
Payson Burt, assistant

~sew Journeypeople
Ricki G. Ravitts
Stephen Gray
Scott Man

LAST SUMMER'S NSCW SAW 55 STUDENTS
gathered at University of Nevada, Las Vegas
for the fifteenth annual NSCW. 37 students
were enrolled in the ACW (Actor Combatant
Workshop) taught by Fight Masters J.R.
Beardsley, J.D. Martinez, Richard Raether, and
J. Allen Suddeth. The AACW (Advanced Actor
Combatant Workshop) had 18 students and
was headed by Fight Masters David Boushey
and David Leong.
The first Wednesday of the NSCW is
always "Weapons Night," where various
armorers display their wares. And, as always,
the NSCW culminated with the SAFD skills
proficiency testing, Awards Night, and finally ,
a public performance.
Award winners at
the NSCW received
weapons which were
graciously donated by
Lewis Shaw, Rod
Casteel's Colonial
Armoury, and American
Fencer's Supply.
Special thanks go to all
the assistants and journeypeople
who worked so hard to make the
workshops run smoothly. And
thanks also go to Mark ("Rat")
Guinn, the assistant coordinator for the
NSCW and Linda McCollum,
the on-site coordinator.

NSCW AWARD WINNERS
The 1994 President's Award
Fight tv\aster Emeritus Joseph D. tv\artinez
The 1994 Patrick Crean Award
Fight Master Richard Raether

•••••
ACTOR/COMBATANT
WORKSHOP
Best Female Actor/Combatant
Robin Armstrong
Best Male Actor/Combatant
Tim Bell
Best Scene
#Dracula"
Nate Bittman and Eamon Glennon

•••••
ADVANCED ACTOR/
COMBATANT WORKSHOP
Best Female Actor/Combatant
.
K. Jenny Jones
I, ~·-Best Male Actor/Combatant }
1
Bob Berwick
Best Scene
"Ying and Yang·
Tim Tait and Ian Marshall
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MASTER

OSEPH D. MARTINEZ
ON OCTOBER l, 1994 JOSEPH MARTINEZ,
Fight Master and founding member of the SAFD,
retired from active status, becoming a Fight
Master Emeritus - or a Fight Master Extraneous,
as SAFD President Drew Fracher quipped.
In our conversation in Las Vegas last July,
Martinez urged me to avoid the facts, dates, and
places that are the backbone of a profile. But it
isn't enough to say that
he's leaving to devote
his considerable energies
and talents to developing
his writing career. If we
can believe only half the
adventures he related
(which half is up to you)
his life has been both
interesting and revealing.
Here is a man who
claims he didn't really
plan his life. Not until
recently did he even
acknowledge the value
of a plan, or so he says.
Perhaps there wasn't a
grand master plan, but
there does seem to be a
pattern, at least, of opportunities seen, created,
seized, of serendipity and self-reinvention.
"When you learn the rules of the game," he says,
"it just falls in your lap." Maybe for some.
Knowing that he'd attended the prestigious
Royal Academy of Dramatic Arts in London, I
inquired how he had gained admission there. "I
auditioned!" was his immediate reply, but added
that when considering where to study, he made
a list of English-speaking actors that he most
admired, determined
where each had
studied, and finding
that many of them
had trained at
RADA, he promptly
requested an audition there. Of the 3500
Americans seen by RADA that year, one woman
and one man were chosen, and yes, the man
was J .D. Martinez.
With a boldness admirable when it succeeds,
he actually used "To be or not to be," along with
a Brian Friel piece as his audition. When Joseph
later asked why they'd chosen him, the head of
the program replied, "It certainly wasn't talent!"
His audition was pronounced among the worst
they'd seen, but the brashness of his choice, along
with his energy and enthusiasm, won the day.

~=~'-----•

rmore information

N

'- When you learn the rules of the
game it just falls in your lap.~

Enter Henry Marshall
At the same time that Martinez began his
studies at RADA, Henry Marshall joined the
faculty teaching stage combat. He proposed
that there should be an historical authenticity
underlying the work - a novel idea at the ti me,
and one which made a lasting impression on
his new student and subsequent assistant.
As part of their work, Mr. Marshall gained
admittance to museums, where they armed themselves with historical weapons. They didn't use
really old ones, of course, merely 17th century
transition rapiers and arms that were lying about
in great dusty heaps. (Do we believe this?) The
fight bug had bitten Martinez well and good.
For three years, Joseph fought his way
through museums, acted his way from the Greeks
through the moderns, and undressed his way
through the West End (and got paid for it). At
that time, theaters posted notices for backstage
dressers on a call board. Martinez answered the
call and learned a tremendous amount about a
Ii fe in the theater.

Back to Chicago .••
Having survived London, Joseph returned
to his hometown of Chicago, where he worked
first at the Goodman Theater as a company
member and resident fight choreographer, and
later at the Organic Theater. Unable to support
himself on his acting salary alone, however, he
soon hung out his shingle and began teaching
stage combat classes on his own.
Performing a large repertory of shows with
great success, the Organic Theater decided to
move to Los Angeles with their production of
Ray Bradbury's The Wo11de1f11/ Ice Cream Suit.
Several of those who made the move have since
become familiar faces: Dennis Franz (NYPD Blue),
Mesach Taylor(Designing Women), Joe Mantegna
(you know) and director Stuart Gordon (Disney).
J.D. Martinez, however, chose another path.
While working with the Organic, he met,
appropriately, a macrobiotic girl, and in order
to ... uh ... get to know her better, he embarked
on being a macrobiotic boy. Whether he won
the girl is unclear, but the larger effect was that
the macrobiotic diet cured him of the acting bug!
The diet" ... changed me completely .. .I realized
that theater was not a good lifestyle ... I liked
the artistic work, but I didn't like the lifestyle."
When L.A. beckoned, "I said no, I don't want to
be a professional actor any more ... it's a
bankrupt way of life. I could do it, but I wasn't
interested, and I just quit."
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What to do next? Make a mint selling the
acting cure? No. Go back to school! Thinking to
audition for various MFA programs, he instead
received a number of offers to teach. Teaching
voice, speech and movement, Martinez bounced
from school to school, pursuing the immutable
principles within his arts, and gaining perspective
on what was happening in schools and theatres
all over the country - a modern day free lance.

Life as a free lance
His father was a free lance of another sort, a
mechanical engineer who refused to take a fulltime job, preferring to devote his talents to the
problem at hand and then move on. The challenges
weren't always corporate - he and his sons built
a house on the Illinois prairie which is still the
family home. His father's death changed Joseph's
path again, literally. "I basically ... liquidated
myself, bought a pickup truck and headed west
to study blacksmithing."

(Suddeth re-engage) • Is this 'The Final Statement?'
He's been trying to make a Final Statement for days
( change beat, thrust center) but then the bill arrives
and everyone is distracted.· (exeunt with flourish)

A conscious change

Fight Master Emeritus
Joseph Martinez
demonstrates a lunge
at the 1994 NSCW.

Even as Joseph prepared to leave for Oregon,
he got a call from David Boushey, who had heard
of Martinez' regional theater work and was trying
to start up an organization of fighters around the
country. Because Henry Marshall had been instrumental in starting the British Society, the idea of
forming one here had been on Martinez' mind as
well. Could they get together? Since Boushey was
also in Oregon, yes they could. And did. And the
SAFD was born.

Initiating a "skinny little runt"

•

Not content just to teach at the first national
workshop, held at Western Illinois University,
where he was then teaching, Martinez also made
the weapons. One of his MFA students was a
"skinny little runt" who'd followed Martinez from
Virginia to Western - Drew Fracher. During six
weeks prior to the workshop, the two worked daily
in their garage/blacksmith shop, Martinez as
smith and Fracher as bellows, forging "impossibly
heavy weapons." Martinez recalls that he and
Fracher "were solidly together for four years two at Richmond, two at Western. We fought
every day together ... it was a wonderful time."
As he reminisced, Fight Master J. Allen
Suddeth joined us and immediately engaged him:
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In spite of that pleasure, in spite of. the fact
that he's learning faster then ever- learning more
at this workshop, he declares, than in the last five
years - he's now shutting off that part of his life,
consciously denying that part of himself in order
to channel that energy and creative passion into
a twenty year commitment to writing. He quotes
Lao Tsu: "The wise man, when he becomes
successful in the world, moves to the country."
Will it work? Lao Tsu doesn't say. When I
suggested that if it doesn't, he could just change
his mind, he disagreed sharply. "I'm signing a
contract with myself saying I will not go in any
other direction. And then I'm going to see how
long it takes me to go the way I think I should."
Imagine if he'd started planning early in his life!
The elements thus fell into place to lead us
to this present. They are layered into his life:
theater, fighting, teaching, and now writing. Yet
the writing was always there - a habit stretching
back to a much-admired college roommate who
kept a daily journal. Martinez' writing was never
limited to his books on stage combat, but includes
his own journal, reflections on life and dreams,
and an outline of the chapters for a three-volume
work of fiction (200 pages written already!)
where the future of the world is at stake in the
clash of a matriarchal and a patriarchal society.
Michael Chrichton, look out!
If his vision for his own future is ambitious,
his vision for the SAFD is no less so: exponential
growth, both of the society - masters, teachers,
actor/combatants - and of the markets we serve,
from high school Shakespeare to CD-ROMs, from
live theater to action films. "We should be doing
it all .. . because we're the best people in the
country- the only people, really. We know more;
we're better at it . .. That's my vision, but they can
do it. I'm an emeritus member; I'll just watch."

•

THE

OTHER 98%

OF THE

PLAY

What happened to
the
in
Actor/Combatant?

"Do you think the SAFD will exist in 50 years?" (head cut)
(Martinez parry) "Yes, an unequivocal yes ... 50 years is a
very short period of time - (riposte) witness Mr. Boushey
- he's 50 and he still hasn't grown up." (touche)

ls there a "Final Statement?"
"When I think back, the thing that has been
most wonderful... is the pleasure we get from
being with people who swordfight. I look around
the room [in class at the NSCW] and there' s such
a pleasure on their faces ... when you're moving
together so beautifully, there's a tremendous joy.
It's a total abandonment to the moment; a high
level of communication ... like a wonderful dance
... there's something so elemental about two
human beings doing a dance together. Over the
years that has been the unifying theme ... the
value of it all, when all's said and done."

IN

ight skills
are only one
of the tools
used by an
actor. It is
crucial to remember
that "actor" is the
operative word in
"the Bizness."
BY
JACK YOUNG

I'VE READ WITH GROWING INTEREST, BUT,
sorry to say, not surprise, letters and articles
recounting the slipping levels of acting in actor/
combatant skills tests. Together with the
accounts of Artistic Directors not being interested in SAFD performers, I think they make
for an interesting point of view on the status of
the SAFD and the nature of actor training.
Not too long ago I paid a visit to a summer
festival that was doing a number of fight shows,
shows with duels, battles - real steel-slingin •
plays. The festival had hired one of the leading
SAFD people to choreograph the shows; I was
looking forward to seeing the plays (some of
my favorites) as well as some great fights. I
was stunned when I saw that, while most of the
acting in the plays was strong, all of the fights
were downplayed, cut, or reduced to shadow
tableaus or slow-motion-in-low-light in every
play. In talking with some of the staff afterward, I was surprised by the reasoning behind
the choices.

Choosing not to hire fighters •••
The production stage manager, a person
interested in great stage combat, lamented that
the choreographer was brought in for too little
time, too late into the rehearsal period. A
common enough problem, I thought. But then
the PSM went on to say that, in the PSM's
opinion, the festival producers had made a
conscious choice
not to hire any
fighters that
season, even with
two major fight
shows on the bill.
The PSM
thought the
producers had felt
burned from the
season before. That season, they had hired some
SAFD certified performers as part of the
company to be featured in a major fight show.
The producers discovered that, while the SAFD
people could fight, they couldn't A CT. The
fighters looked fine in the big fight show, and
lousy in the other two plays running in
repertory, and the company suffered as a

" The fighters looked fine in the
big fight show and lousy in the
other two plays ... and the
company suffered as a result."'

result. Thus, the PSM said, the producers
decided to get actors who could handle the
major 95% of the show, and trust the fight
choreographer to make the actors "look good"
in the fights in the short rehearsal time allotted.

Sending the wrong message •••
The PSM went on to say that this set of
events sent a strong message to the acting
community in this major city.
#1 It didn't matter if you couldn't fight; the
festival would hire you anyway and bring in
a choreographer to make you look good.
#2 If you had taken the time to pass a skills
test, you must be a "fight dummy," and the
company wouldn't hire you.

The acting community expressed very little
interest in the stage combat classes the PSM
had tried to arrange for these two reasons.
All of the above, of course, was this one
person's opinion of what led this particular
festival to move in this direction. All I can say is:
#1 The festival is doing no fight shows this
season, and
#2 Perceptions, whether based in fact or
opinion, can take on a real force.

After my visit, I found myself in a mixed
maelstrom of emotions. As a Certified
Teacher, and someone who has been working
with SAFD for over IO years, I was sick at the
thought that the good name I'd tried to help
establish might be working against our members
in this market. But thinking of the auditions of
performers with serious fight experience I'd
had to endure, I couldn't blame the producers
for making the decisions they had.

Actor/combatant or fight rat?
In trying to figure out what made the
difference between an actor/combatant and a
fight rat, I thought back to my training in
Seattle. I realized that the Northwest was a
veritable paradise for stage combat, with both
serious training and employment opportunities
when training was finished.
The Professional Actor Training Program
at The University of Washington, up through
the mid-80's, was a comprehensive,
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conservatory training program. Through three
years of rigorous training in voice, speech,
dance, movement, mask, stage combat, AND
ACTING, UW prepared up-and-coming theatre
artists for a life in regional repertory theatre (it
may still be; I've lost touch since moving East).
Training, training, training
Our buddies over at the Comish Institute
for the Arts got training in a similar format. In
and among all of the other skills work we
received, we had a full year of fencing and
unarmed combat in the first year, rapier/dagger,
broadsword and quarterstaff in the second year
(when we finally were allowed to test), and
then an opportunity to expand into sword/shield
and other weapons and re-test for recommendation, if we desired, in the third year.

" We knew our fight skills would come in handy,
but we never deceived ourselves that they
would be the deciding factor in getting cast."
David Boushey came in as a guest teacher,
building on the foundations Jane Ridley and
Craig Turner built; JR Beardsley and Erik
Fredricksen were brought in as well. We
worked hard, knowing that if we proved
ourselves, we'd follow in the steps of the
performers ahead of us who had done major
roles at summer Shakespeare festivals in
Colorado, Illinois, Virginia, Texas, California,
and, after we graduated, at Oregon or New
York Shakespeare Festival. After all, Kyle
Machlachlan walked out of the PATP right
into Romeo at Ashland, and three guys left
school early in their final year to join Kevin
Kline for his Henry Vin Central Park.
And this experience was not unique to
those of us coming out of the University of
Washington. At Colorado and Illinois
Shakespeare Festivals, I worked with
performers in the midst of training at ACT,
Juilliard, Yale, Denver Center, and UC-SD,
among others, who considered sword and
shield just another skill to bring to rehearsal
along with scansion and Skinner. All of these
actors, wherever they were training, were
preparing themselves for work in the major
regional markets where there was a significant
amount of acting work, and therefore a greater
number of opportunities to have use for stage
combat skills.

•

Getting the audition in the first place
We knew that our fight skills would come
in handy, but we never deceived ourselves that
they would be the deciding factor in getting
cast. What got us the audition in the first place
was our acting. Having combat experience was
helpful; having passed our ale skills test a
bonus. But the real reason any one of us got
THE FIGHT MASTER •

SPRING 1995

cast was not because we could perform the last
five minutes of a 150 minute show, but that we
could make the 145 minutes before it exciting,
visceral, vital to watch, and then top it off in
the end with a finely wrought and passionately
fought fight.
And this is where I believe the gap occurs.
What I'm finding, as I sit through auditions in
Atlanta and New York, at SETC and NCTC, is
performers who have spent time garnering
fight skills, without putting an equal emphasis
on their acting work. Many of them aren't
ready to undertake even "biting their thumb"
scenes, much less carry significant roles through
a long play to get where the fights occur.
As a certified teacher, I'm in strong support
of Drew Fracher when he presents his argument about the need for trained stage combat
artists in fight shows ("from the President"Fight Master, Spring I 994 ).
However, I make my living as an artistic
director and producer. And while I agree with
Maestro Fracher that I wouldn't dream of
hiring people without the vocal skills to work
in a summer festival, I find the argument in a
major number of cases backfires when applied
to the great number of stage combat artists I
see audition. Performers that I see touting fight
skills are missing not only the vocal skills, but
the acting experience and artistic sensibilities
for me to hire them for anything other than the
Violent Chorus, and that's too expensive.
Choosing an actor vs. a fighter
The simple truth is that, when faced with
the choice between an actor and a fighter, a
producer/director will always choose the actor.
Always. It doesn't matter how fast the fighter's
blade is, or how many envelopment she or he
can do with the dagger while simultaneously
advancing with multiple deceives of the
partner's dagger.
The producer will pay one of the extremely
talented and patient choreographers within (or
without) SAFD to make the strong actor look
good, rather than four stage fighters to razzledazzle 2% of the play and spend the rest of it
as live set dressing. The producer will trust
that the strong actor's strong work in the other
98% of the play and the choreographer's skill
(plus a lot of smoke and noise - or strobe
effects, if necessary) will carry through the
fight. And the producers of the summer festival
I visited were right: their audience didn't miss
a thing.
In the "fight shows," outside of Tybalt, the
Douglas, Young Siward, the Marquis de Ward,
Valvert and a few others, there are two kinds
of fight roles: the Violent Chorus, and the
leads. The greater portion of the performers
I've seen through the SAFD would make good
Samsons and Gregorys, serviceable Vemons
and Blunts, fine Thanes and great Cardinals'
guards. But to make the leap even to Benvolio

(forget Romeo), to Hal or Hotspur, to MacDuff
or MacBeth, any of the named Musketeers,
Joan La Pucelle or Rostand's beautiful Cyrano,
requires actors who can do more than swish
steel. They must be vocally strong, emotionally
available, lyrically alive, even when they're
not pointing a sharp object at someone else.
They must be an actor, with the proper
preparation for the role and the courage to
carry it through.
Keeping to the SAFD's original purpose
Even as I write this gross generalization
condemning the performance skills of anyone
who has taken the tests, I know there are
SAFD members who have done strong
performances in difficult roles. They've built
careers, because they've continued to move
forward extending their skills as actors and as
actor/combatants. My frustration results from
seeing a large number of members' interest in
racing up the ladder of SAFD achievement
blind them to the original purpose of the SAFD.
SAFD was started by a couple of guys who
didn't like the state of stage combat, in terms
of safety, history, or quality of performance.
They formed the Society of American Fight
Directors, as a group of people who would try
to raise the level of those three categories.
What they realized was that, in order to do
that, they would need a stage-combat-trained
actor to make their work seen.
The actor, cast by the producer/director,
would bring as high a level of stage combat
skill to that aspect of the role as the actor would
bring in the emotional, vocal, and imaginative
aspects. The performer would learn the moves
of the fight with the same quickness and
dexterity as blocking and lines. The actor
would bring the same level of heart and
commitment to the performance of the fight as
the most intricate passages in the play.
Fight skills that complement acting skills
The fight directors wanted the actor cast as
Hamlet, or Romeo, or Hotspur, or Valmont, or
Stanley or Marjorie in Extremities, or Beatrice
in Servant of Two Masters, to be cast by the
producer because of their acting talent as well
as their stage combat experience. I believe the
fight directors' hope was and continues to be
that the performer will have fight skills to go
with the acting talent, not in place of it. That's
why the original SAFD guys came up with the
term actor-combatant, not combatant-actor, or
stage fighter, or any of those Backstage titles
like "singers who move well," (Can't you just
see it: "NEEDED: Broadsword-wielders-whogrunt. Q-staffers-who-provide-comic-relief,
Sword & Shielders-who-can-finish-a-couplet").
What too many of us see is a lot of energy
being expended on the development of fight
skills instead of basic acting skills. This work
holds back a performer's career, and brings

down the reputation of the society whose
initials the performer puts on the resume.
The recreational aspects of stage combat
are readily evident (translation-it's a lot of
fun to do a hot fight) . The training aspect has
been written about at length. Even the spiritual
side has been put forth: in trying to master
stage combat skills, one can gain a mastery of
oneself. However, when it comes down to the
crass, ugly, down-and-dirty aspect of show
business, (that's "getting hired", that's
"money", that's "career"), it comes down to
acting and performance.
Theatre companies rarely can afford the
big classics with lots of fighters banging away.
When they can (or bust their butts to drag
together funding to make an attempt at it), they
need performers who have the range of skills
to do a variety of roles . Stage combat is a great
skill to add to the toolbox of techniques for
solving problems as an actor. But if stage
combat is the only strength an actor has, it's
going to be extremely tough for a producer to
find the money to hire that person that "actor."
My hope is that this article will encourage
more performers to take a realistic look at their
goals with SAFD in the harsh light of "The
Bizness." There is plenty of room for
avocational, educational and
spiritual pursuers
of stage combat.
Indeed, a healthy
balance of all three
is necessary to
make stage
combat a

career.
But for those
looking to
advance
themselves as
performers,
directors, or
choreographers, I hope
more members
will start exploring
the other aspects of
acting and performance,
and start shaping their
careers accordingly.

•

Jack Young 1s a certified
teacher and the artistic
director of the
Warehouse
Theatre in
South
Carolina.
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CHOREOGRAPHY

these were not considered trophies, nor did
they represent battle honors. Many incorrect
ideas about tribal warfare are based on the
actions of tribes after European contact, and
were in fact a reaction to the colonial presence. 7
Traditionally, a real victory was counting
coup. The coup (French word meaning a
"blow") is a strike to an enemy's body or a
demonstration of superior skill. For example,
you might count coup against a Crow warrior,
for example, by sneaking into his home and
placing a signature of some kind, like a
feather, on his sleeping area.
The warrior received honor by showing
martial ability without causing physical harm.
Warfare was a spiritual game. Sometimes the
game got rough and warriors could be injured

.. Waifare was a spiritual game. Sometimes
the game got rough ... but the action almost
always stopped before that point."
or killed, but the action nearly always stopped
before that point. Warriors strove to count
many coups, and achieve thereby great honor.
Other ceremonial devices have also been
misunderstood. The Sioux have no "war drums,"
only ceremonial drums. It is true that warriors
paint their faces at times, especially for fierce
battles when survival is uncertain, as was the
case against the army bullets. But this is not
"war paint." The paint is to be certain that the
spirits and Tunkashila, the Great Mystery, will
see the warriors' faces clearly if they die. 8
Spirituality pervaded the life of the Lakota
warrior. Death was not avoided by warriors,
even as 'war games' changed to deadly serious
conflicts as settlers moved west with the army
to protect them. Suffering is a part of the
warrior lifestyle, and through the Vision Quest
and Sundance rituals warriors are taught that
suffering is not to be avoided, but rather the
fear of suffering which robs away bravery.
Only the earth lives forever

Even children are not shielded from the
realities of death. They are taught that they are
merely passing through life and that only the
earth lives forever. Crazy Horse, the Lakota
warrior and hero, led his warriors at the battle
of the Rosebud in this way:
·on the fresh bay (horse), Crazy Horse caught up
quickly, shouting as he rode among them. "Death is
not the enemy! Do not fear it! If we are to die, let us
do so with our faces toward the real enemy! The
soldiers are that way!" he yelled, pointing back over
his shoulder.' 9

•

The warrior's way was not considered the
"best" way - the path of the shaman, for
example, is very different, and yet vital to the
success of the tribe. The holy man John Fire
Lame Deer said,
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"To us a man is what nature, or his dreams, make
him. We accept him for what he wants to be.''"

From ancient
grudge break!

Women who take the warrior's path

'A rider, unmistakably a woman, broke from the
Cheyenne Iines and rode to the Cheyenne warrior,
now fighting on foot. Through the bullets she rode and
slowed just enough to allow the Cheyenne to jump up
behind her. They rode to safety, back and forth among
the soldier bullets. From far hillsides the Lakota and
Cheyenne warriors lifted shouts to acknowledge the
courage of the woman who was warrior.'"

The training and path of the Lakota warrior
is complex and spiritual. Several characteristics
are dominant. One, there are spiritual guidelines
for the nature of physical confrontation. Two,
children are raised to understand death and
fear, and to develop bravery. Third, the strong
warriors fight for the benefit of the tribe and
the world, not just for personal glory. Finally,
the Lakota are open to diversity in choosing
the warrior's path-or in not choosing it.

•
Julia Rupkalvis is a Ph.D. student 1n Theatre and Anthropology,
studying warrior cultures and their teachings as relevant to
the stage. She is a recognized actor/combatant.
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CONCEPT

The combat choreographer
as post-modern designer...

In fact, there were young men who would
choose to be winkte, transsexual men who had
special medicine in the naming of babies.
Women also followed the warrior's way.
Many western studies of Lakota tribal systems
are flawed because they view tribalism from a
cultural bias of patriarchy and either discount,
degrade, or conceal gynocratic features or recontextualize features so they appear patriarchal. 11
Today, men and women do all ceremonies;
the only restriction is the "moon time," during
a woman's menstrual flow, when she is "too
powerful" for the ceremony to be effective.
There are special moon ceremonies that she
alone can do at this time. At the battle of the
Rosebud, witnesses gave this account:
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onceptual
approaches
to the classics
can present
aparticular
challenge to the
fight choreographer.
BY
HICHOLAS
SAHDYS
PULLI ....

Romeo (Greg Wise)
and Father Lawrence
(Nick Sandys) in
Romeo and Juliet.

MORE AND MORE PRODUCTIONS OF
Shakespeare and other classics are employing
20th century or contemporary "concepts" or
frames of reference, moving the emphasis
away from the actors and onto the choices of
director and designers.
Alongside such conceptual company as
the Mafia Macbeth, the Bosnian Lear and the
Washington Coriolanus, our media-ravaged
times have also spawned the current passion
for an eclectic, "post-modem" approach, where
all periods and styles are collaged with the aim
of finding some thematic common ground. To
this end all aspects of design are drawn upon:
dramaturgy, scenery, lighting, costume, hairto highlight the "message" of the production.
There is, however, one member of the
"conceptual team" who is rarely included in
the creative process-the fight choreographer.
Usually hired at a late date because of necessity
("We're doing Lear- I suppose we have to
have one!"), the"combat guy" tends to be called
in to provide technical back up and make key
scenes "look great." Decisions concerning
weaponry etc., are often made by the director

or the costume designer earlier in the process,
leaving the choreographer to fill in the blanks.

A key resource neglected •••
However, in a modem classical production,
especially on with a grab-bag post-modem
approach, a key resource is being neglected.
When included at the design stage, the combat
choreographer can not only provide cohesive
fights in a specific style, but offer additional
knowledge of weapons history, design, and
cultural usage, factors that may well enhance
or alter the entire production, both in concept
and in performance.
Directors often quote the maxim, "Casting
is 75% of the job," (although, as mentioned in
the last "From The President" column in the
Fight Master, that is another area where the
choreographer could be of more use). The same
could be said of the choreographer's choice of
weaponry and combat style for a production.
For instance, a recent production of King
Lear, set in a nebulous, modern-day Europe,
opened with a tuxedo-garbed ceremonial
abdication using three shining bastard swords.
Swords were soon accompanied by automatic
rifles, roman gladii, and a bull whip, not
necessarily in that order. The fights themselves
were well-staged, but there seemed absolutely
no logic to the usage of these weapons. They
just miraculously appeared when needed.
Fortunately, no scripted victor bearing a blade
was suddenly confronted by a machine gun.
This melange of weaponry might have
suggested an historical throughline of civil and
territorial strife, but the production offered no
framework for such a concept, leaving the
combat scenes symbolically out in the cold.
The inclusion of the choreographer at the
design table might well avoid such conceptual
short-sightedness. Our everyday over-exposure
to modern weaponry, especially in the media,
has resulted in deadly weapons seeming
unexceptional, ordinary, without point (pun
intended). But weapons, particularly swords,
need to be imbued with a symbolic energy, a
metaphorical as well as a physical weight-or
else they remain "vile and ragged foils."
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A scene from the
Fort Worth
postmodern
production of
Romeo and Juliet.

A weapon reflects
not only on the wielder,
but on the society from
which it originates, bearing undeniable cultural
and archetypical qualities .
A broadsword makes a
very different statement to
a rifle - as do the styles
of movement inherent in
the use of each. Therefore,
specific weaponry and
combat style must be
carefully chosen lo mesh
with the design concept of
the production (just as the
choreography itself must).
Being in on the
design stage allows a
choreographer to pinpoint
the statement the production is making and how
the combat can underline that point; whether to
ritualize, glorify, or deromanticize the violence.
Another benefit of being present at the gestation
process is that the choreographer may logically
argue for varied, unusual methods of combat
of which the design team may be unaware and
which can still be integrated into the concept.
A modern production does not necessarily
need modern weaponry to most clearly bear its
message. Indeed, the choice of a particular form
of combat and the accompanying behavioral
code may affect the entire production.

"A broadsword makes a very different
statement from a rifle - as do the styles
of movement inherent in the use of each.~
Postmodern Romeo and Juliet

•

As an example of this process, I designed
fights for a production of Romeo and Juliet at
Fort Worth's Shakespeare in the Park. As the
resident choreographer for six years, I had
gradually become part of the design team that
begins meeting two or three months in advance
to throw around ideas.
The R & J director had decided that he not
only wanted to reflect Fort Worth's current
gang problems by using a contemporary gang
warfare/drug lord setting (the Cripp-like
Montagues threatening the more established
chicano Capulets, while the Prince represented
a Mafia-esque hierarchy), but he wanted also
to show the gangs as the present manifestation
of an historical timeline of inner city violence.
The ground was set for "post-modern" collage.
However, the design team wanted to pin
the production firmly in the present, grounding
the hope of the love story within this violent
melting pot of modern urban decay.
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Bringing swordplay into the present

Choosing the weapons

Surprisingly, the director wanted to keep
the swords, "because they are more exciting
theatrically," but the concept didn't seem to
include this possibility. An encapsulation of the
current gang situation required firearms and
"real" violence. Yet who wants to choreograph
a Romeo a11d Juliet without swords? And
swords are a key part of the text. So I looked
for logical ways for swords to be included in
this modern context.
The style of fighting that seemed most apl
was very street - bloody and sudden, employing
baseball bats, bike chains, tire irons and the like.
Guns were strategically introduced- a riot gun
to break up the brawl , pistols for Mercutio and
Paris to draw at specific points -always kept
as a shock or surprise. The speed and shapeless,
arbitrary quality of modern violence, with its
drive-by shootings and gang rituals, were the
appropriate, untheatrical milieu .
But how could swords fit such a scenario?
On viewing the initial costume sketches of the
Montague gang members, a combination of
L.A. gangsta and Seattle grunge-rocker, the
baggy plaid shirts recalled to mind the mid-70s,
when the city with the highest amount of gang
violence per capita in the world was Glasgow,
Scotland. Dressed in their tartans, wide-legged
jeans and "bower"boots, the skinheads would
march the streets at night with old sabres and
cavalry swords strapped to their legs inside
their jeans, their colored scarves tied to the
handles. The leader carried the largest, fanciest
weapon with the gang colors around its hilt.
This appropriation of historical bravado as a
symbol of leadership, not just as a weapon,
might transfer easily into the modern context.

The clue came from the set design which
showed a graffiti-splattered rake with open steel
structures, iron railings, and rusting corrugated
sheeting - an overall effect of steel and rust.
Inspired again by the Scottish gangs, I opted for
backswords (one-handed, cage-hilt broadswords)
for three reasons. Firstly, they look impressive,
having visible weight and a large quantity of
basic steel in their structure. They seemed part
of the set. Secondly, they were unusual enough
to stand out as "special" weapons, something the
audience could read equally as symbols and as
weapons. Thirdly, most importantly, they offered
a non-technical, unpolished, barbaric, muscular
combat style resembling swinging baseball bats
that could easily be assimilated into a street style.
These weapons became physical embodiments of the clashing families - trophies still
engaged in an "ancient grudge", the seed of
which is no longer remembered. In action, they
seemed so appropriate to the concept that there
was not one critical or spectator query over
their use in what was essentially a modern,
"realistic" production.
Mercutio: A duellist, a duellist, a gentleman of
the very first house, of the first and
second cause. Ah, the immortal
passado, the punto reverso, the hay!
Obviously, the backsword cannot cover all
the textual references that are rife in the R &J
script, but the use of swords meant we could
retain the language and the fight scenes mostly

intact, while using surprisingly unstagey
violence that captured the raw physicality of
the production's urban warfare and moral anger.
Careful choice of weapons enabled this
production to avoid the nebulous quality that so
many "post-modern" productions create by
their very unspecificity. Here the moral punch of
the play was never undermined by the audience
suddenly registering the "theatricality" of, say,
rapier and dagger in a modern dress production.
Choreography and fighting meshed with other
design elements to create a unified artistic whole.
I don't pretend that this production was
definitive in any shape or form. I only use it as
an example of the benefit of being in at the top
of the design process, when the flow of ideas
that form the production is going both ways. It
not only provides opportunity for artistic input
and avoidance of later stylistic clashes, it can
also inspire a choreographer to rethink
preconceptions and not opt for easy choices.
The modem fight choreographer, in this
filmic age of realistic but numbingly over-used
violence, has to not only design moves but also
design the "message" of his/her fights, furthering
the message of the production. If not included
at the inception, the choreographer is denied
input as a designer and as a creative artist. If we
are to continue to grow, to learn, and to gain
artistic sway in the current theatre world, we
must begin by fighting for a place at the table
with the other creative thinkers.

•
Nick Sandys 1s an SAFD member based 1n Chicago.

The climactic
Romeo/Tybalt fight
staged as the final
clash in an ongoing
gang war.

A badge of office ...
The sword then becomes a badge of office,
a symbol for emulation. The gang leader can
then carry a sword in the streets in order to
indicate his machismo and to offer a challenge
to the rival leadership - as if to say, it takes
more to stand toe to toe and sling steel than to
fire a gun. The use of just two swords also gave
an undercurrent of expectancy to the first half
of the play, as the various duels climax in the
confrontation of the two official "swords!_;tlen,"
Tybalt and Romeo, the gang leaders.
Once the logistical problems of this idea
were worked out (i.e. could the show be done
with just the two swords? The answer was for
Benvolio, as Romeo ' s second-in-command,
lugging the weapon of his love-sick leader so
it is available for each Montague challenger),
the decision had to be made as to what type of
swords to use. Rapiers, or any smaller-bladed
sword, required a technical proficiency and
movement vocabulary beyond the experience of
today's street-skilled youth. A less technically
complex, yet very physical, style was needed.
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"the purpose of playing ... both at the first and now, was and is, to
hold as 'twere the mirror up to nature: to show virtue her own
feature, scorn her own image, and the very age and body of the
time his fonn and pressure."

-Hamlet

"Thus the reason why men enjoy seeing a likeness is, that in
contemplating it they find themselves learning or inferring ..."
- Aristotle (trans. S. H. Butcher)

Uses and Effects of Violence in Drama
ACCORDING TO THE OXFORD ENGLISH DICTIONARY,
Violence is "the exercise of physical force so
as to cause injury or damage to a person,
property, etc." Staged fighting is the imitation
of such actions.
In an increasingly violent culture, it would
be irresponsible to engage in the dramatic
representation of violence without closely
considering the uses and effects of staged
fighting. A fight choreographer or director
needs a clear picture of the function of
violence in drama and its sociological effects
to make intelligent, ethical choices in
production.
Jonas Barish points out that violence in
drama "may occur either before our eyes in
stage action, or be reported as offstage action,
or appear in the language alone," but for the
fight director, and therefore this essay, the
physical imitation of violent actions receives
primary focus.
The heartbeat of drama
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Conflict is the heartbeat of drama and often
some element of the dramatic conflict manifests
itself as physical violence. Examples range in
degree from Clov rapping Hamm on the head
with a stuffed dog in Beckett's Endgame to the
chopper raids of Apocalypse Now and in style
from the absurdly slapstick, as in Blazing
Saddles, to the cruel and repulsive violence of
Edward Bond's Lear. The dramatic uses of
staged violence are limitless and include plot
advancement, character delineation, articulation
of theme and spectacular sensationalism,
among others. There are a variety of ways to

analyze those uses but, in this essay, I want to
focus on the broad thematic implications of
staged violence and its effects on the audience.
Drama as a reflection of culture

As quoted at the head of this essay, Hamlet
observes that drama reflects a culture's values,
lifestyles and habits. A scholar might learn
much about a culture from its dramatic representations of the uses of violence. However,
theatre does not merely reflect a culture's
values; it actively and assertively presents a
playwright's, director's or production group's
artistic vision of life. The performance
constructs a virtual world for its audience that
they may then try to integrate to some degree
into their view ofreality, for good or ill.
Experimental studies confirm Aristotle's
assertion that we learn - from observing
dramatic presentations. Several studies have
shown that we learn "scripts" from watching
performances, i.e., how to behave in future
real-life instances of the situation (Janis; Luke;
Ahn). The "script" we learn is not a
reproduction of the performance's dialogue,
but a schema of behaviors. In the case of a
person with little or no previous experience of
a situation, the learned "script" may have
marked consequences.
For example, careful treatment of sensitive
issues can suggest ways for victims of abuse,
who commonly feel that their situation is
"normal" or irremediable, to seek help. The
way in which a hero successfully negotiates
difficulties can be a guide to our own behavior.
On the other hand, a child who has learned to
THE FIGHT MASTER • SPRING 1995
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deal with an attacker by watching Home Alone
is unlikely to be as successful as his fictional
counterpart.
In the Fall 1993 issue of the Fight Master,
fight master Richard Raether asserts that
"Realistic stage violence does not inspire reallife imitation because [real violence] is
accompanied by real consequences." Raether's
belief is a common but serious misapprehension.
Cognitive psychologist Richard Jackson
Harris tells us of a thirteen year old boy who,
in I 984, ki lied
himself with a
handgun playing
Russian roulette
with a friend.
The boys had
recently seen
the Oscar-winning film The Deer Hunter and
were reenacting the scene in which American
POWs were forced by Vietnamese captors to
play the fatal game. This was not an isolated
incident. The boy was the thirty-first person
known to have died reenacting that scene.

" The live theatre ... produces a
lower level ofperceived reality
for the audience than does film.~

•

.

Media violence: and behavior
Over 3,000 studies of media violence and
behavior have been conducted and, despite the
difficulties of defining isolated instances of
direct causation, those studies examining
broad behavior patterns do illuminate the link
between staged violence and subsequent
behavior.
Harris explains that longitudinal studies
(those analyzing behavior over an extended
period of time) conducted since 1972 have,
with few exceptions, noted a positive
correlation between viewing violent television
programming and subsequent violent behavior:
the weight of the evidence clearly falls on the
side of violent media having several negative
effects, especially modelling and
desensitization. These effects typically are not
general and frequently are interactive with
other variables, but they do seem to be causal
in nature. The "no effects" or "no clear picture
yet" conclusion is simply not tenable.
Modelling and desensitization are the
negative effects of viewing media violence
most commonly and clearly found by
researchers, therefore we should examine these
processes more closely.
According to Harris, modelling is the
process of learned behavior in which a
behavior is watched, retained, and
subsequently reproduced, as in the example of
the teenage boy who duplicated the behavior
of the characters in Tlze Deer Hunter.
However, modelling more commonly
manifests as disinhibition than as observational learning. Disinhibition is an increase in
the likelihood that someone will commit a
previously learned violent activity. Watching a
movie filled with fighting might disinhibit the

THE FIGHT MASTER •

SPRING 1995

viewer's tendency to fight. Disinhibition also
includes the increased probability of generally
violent behavior not directly imitative of the
observed behavior. That is, a person may be
more apt to engage in a fistfight after watching
a "Rambo" film, though no more likely to
begin strafing people with a machine gun like
the show's hero. Further, disinhibition can be
encouraged by a dramatic episode which
simply teaches more tolerant attitudes toward
violence.

Becoming desensitized
Desensitization has a less direct effect on
violent behavior than modelling. According to
Harris, the basic principle of desensitization is
that "viewing much violence in the media
makes us less sensitive to it, more jaded, and
less aroused and bothered by it. We become so
used to seeing people wasted, blown apart, or
impaled every night on TV that it no longer
particularly troubles us."
Harris points out one behavioral
consequence of desensitization by citing a
study in which children who watched a violent
film were less likely to call an adult in response
to violent behavior than were children who
watched a non-violent film. Another study cited
by Harris indicated that male college students
who viewed a "slasher" movie subsequently
"showed less empathy and concern for victims
of rape."
Not every viewer responds identically to
watching the same violent episode. For some
people, very extreme, sensationalized violence
can actually decrease the likelihood of imitation
through a process of sensitization arising from
anxiety about the violence or empathy for the
victim. According to Tamborini, Stiff and
Heidel, persons most likely to be sensitized by
watching graphic violence are those who score
high in the empathy dimensions of the
researcher's personality inventories.
Categories defining empathy
These categories include wandering
imagination, fictional involvement, humanistic
orientation and emotional contagion. Their
studies indicate that persons less able to
imagine themselves in the place of the victim
would be more likely to enjoy the violence.
Due to the variety of individual responses to
identical material, a particular violent movie,
television series, or performance may
disinhibit the violent tendencies of only a few
viewers and slightly desensitize others while
the subsequent behavior of the majority of the
audience remains unchanged. Yet, in the case
of a violent movie with IO million viewers,
even a minuscule correlation of .001 per cent
translates to increased violent activity from
100 people.
There is evidence that the effects of
violence are related to the perceived reality of

the presentation (Yan der Voort). Perceived
reality is a complex dialectic that includes the
observer's belief in the literal reality of the
show, the apparent utility of the violence and
the viewer's identification with the perpetrator
(Harris). The greater the perceived reality, the
greater the probability of modelling behavior.
Feshbach's research supports this construct by
showing that cartoons, the most violent programming produced in terms of violent actions
per hour, have less negative effect on subsequent
behavior than more realistic violence.
Belief in the literal reality of dramatic
presentations is exemplified by the trouble
young people have in understanding the difference between actors and the characters they
portray. Anyone with children is aware of this
and Dorr' s research confirms the observation.
While it may strike us as odd that adults could
share that confusion, actor Robert Young's
experience on the television series Marcus
Welby M.D. provides a startling example. In
his five years on the show, Young received
over 200,000 letters; most of them asked for
medical advice (Harris).

Effective violence:
The apparent utility of a violent episode
relates to both the effectiveness of
the violence within the fictional
world and the viewer's sense of its
applicability as a solution in his or
her own life. The perpetrator's
violence is effective if it pays off
and is not punished and, as Harris
explains, "a viewer with a strong
be! ief that soap operas present
very real-life situations would
expect more application to their
own life than another viewer
who feels that soap operas
present wildly unrealistic and
purely escapist content. In
short, violence that
successfully accomplishes
tasks perceived as relevant
to the experience of the
observer is most likely to
be imitated.
Identifying with the
hero
According to Harris,
"the more we identify
and empathize with a
model, the more likely we
are to imitate that person." In fact,
perceived reality is greatly enhanced if
identification with a character is such that the
character becomes a significant person in the
viewer's own life. The hero need not be a real
person such as John Wayne, Clint Eastwood,
or Chuck Norris. Rambo or Batman can as
easily be the objects of such parasocial

relationships. Since heroes, in most drama, are
more prone to be successful than villains in
their applications of violence, the utility factor
enhances the adverse effects of identification
in the case of "good guy" violence. Thus,
violence by "good guys" tends to influence
behavior more adversely than violence
perpetrated by "bad guys." Action films, and
adventure and cop shows on television are of
particular concern in this light.

Theatrical violence: vs. film
The medium through which violence is
imitated surely affects perceived reality.
Paradoxically, the live theatre, with immediate
and real performers, arguably produces a lower
level of perceived reality for the audience than
does film. Sartre suggests that, "You get more
participation in film than you do in a play." He
argues that the theatre is a social event where a
story is presented to us and literal reality is not
expected:
In the theater it hardly worries you for a
moment to see Madeleine Renaud as a
twenty-year-old widow. For what counts is
not that she is a widow of twenty, but is
acting here. Where are the beauty and
youth? They are not there. What 1s there is
the significance of gesture.

Cinematic violence is
perceived as more
realistic and more visceral.
Certainly borne out by the
reaction to the famed
shower scene in Alfred
Hitchcock's Psycho.

Too much realism,
e.g., blood, gore and anguish, can
make an audience uncomfortable with, or even
reject, a live performance. The failure of some
fight directors to recognize live theatre as a
presentational, as opposed to naturalistically
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representational, act may account for the
slightly derisive tone of critics responding to
what has recently been described as "darkside"
fight choreography. (See Henneman for an
elaboration of the graphic nature of "darkside"
choreography.) On the other hand, the extreme
naturalism of film makes such gore, if not
desired, at least expected. Sartre explains that
through the size and weight of the image, and
a complete direction of focus, film creates "a
thing, a real and very tangible object." Its
perceived reality is greater for the viewer.
A look at catharsis
No commentary on the social effects of
staged violence would be complete without at
least a brief look at the idea of catharsis.
According to 0. B. Hardison, catharsis can
mean "clarification," "purification," or
"purgation." In his commentary on The
Poetics, Hardison acknowledges the ambiguity
of Aristotle's
use of the term
catharsis but
argues
convincingly
that it refers to
a clarification
of the
incidents of the plot. He suggests that "The
Poetics is a techne - a technical treatise
concerned with the nature of tragedy, not the
response of the audience."
There is, however, a tradition dating at
least from the Renaissance which locates the
"catharsis" within the beholder. In this view,
catharsis is a purification or purgation of the
emotions brought about by observing the
actions of a tragedy.
Interpreted thus, Aristotle's work is a
refutation of Plato's assertions in the Republic
that the actions and emotions of performers are
infectious, e.g., violent examples elicit
violence and murder arouses mayhem.
The Oxford English Dictionary follows
this tradition and defines catharsis as "2. (A)
purification of the emotions by vicarious
experience." Such is surely the common
understanding of the term and Harris confirms
that this sort of catharsis is "frequently put
forth as a socially beneficial outcome of
consuming sexual or violent media."
Freudian mechanisms involving
suppression and sublimation are invoked to
explain the process, and the psychologists'
catharsis theory suggests that violent behavior
should decrease after watching violence,
placing it in direct opposition to the more
Platonic modelling theory .
Research does not support the conclusions
of catharsis theory. In addition to the works
already cited, direct comparisons between
catharsis theory and modelling theory have

-' Catharsis.· A purification or
purgation of the emotions brought
about by observing ... tragedy."

•
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usually supported modelling theory (Harris) .
ln fact, an effect quite opposite to catharsis
was noted by Zillman. According to his
research, the physiological excitation that
arises from observing violent episodes is
relatively slow to decay and may actually be
transferred to subsequent activities. One need
only consider the behavior of adolescents who
have recently watched a martial arts film to
understand the phenomenon.
The ethics of fight direction
Fight master Richard Raether offers a
definition of "good" fight choreography:
If the choreography tells the story that the
pla}",'ln9ht wrote, reflects the nature and
intentions of the character as portrayed by
the actors, and is consistent with the
director's vision-then it is good. .. One's
political agreement or disagreement with
the violence inherent within the play is a
topic of discussion which has very tittle to
do with the fight director's Job description.

While l have great respect for Mr. Raether,
I must take exception with his view on this
issue. Craftsmen and artists involved with
staged fighting cannot ethically afford to share
his attitude. His argument is no more
acceptable than that offered by Lt. Calley who
claimed "l was just following orders."
The dramatic presentation of violence has
real social consequences and we are obliged to
consider the possible effects of our actions.
The fight designer must be guided by the situation he is choreographing and he must, at all
costs, avoid gratuitous violence and exaggeration for the sake of titillation and exhibitionism.
De-glamorizing violence
Of course, what is unacceptable for one
person may be acceptable to another. Fight
choreographer John J. Flynn writes that he
feels compelled to find ways to "de-glamorize"
violence in his work. By contrast, Gilbert
Gordon suggests that "The weapon is the
symbol of the commitment of man to the
greatest good. He who is unwilling to defend
himself against what he recognizes as evil,
discards all that makes life worthwhile."
Clearly, Gordon would not feel the need to
de-glamorize dramatic violence used in
support of a "just cause." lf such fictional
violence taught viewers a violent "script" for
dealing with certain types of injustice, as the
body of research suggests it could, Gordon
would probably consider that all to the good;
others might not.
The important thing is for fight directors
and choreographers seriously to consider the
meaning and consequences of their work in
relation to their own ethical standards. As
Flynn urges us, "Step outside of your technique
for a moment, out of the pleasure of crisp

execution, and ask what this is saying and
where it is going." Consider the project's
apparent realism, the utility of its violence, and
with whom the audience is expected to identify
as well as the medium and target audience. If
the message of the work falls outside the limits
of your consciously chosen standards, then it is
your responsibility to suggest that changes be
made. Not all directors are open to such
suggestions, in which case you may need
sufficient conviction to "lay down your arms"
and walk away. To defer ethics to the service
of a director or playwright or text is an
abdication of personal responsibility and a
disservice to the art.
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Animal. .. The Fight Masterl 6.2 (1993): 21 .
Sartre, Jean-Paul. Sartre on Theatre. Ed. Michel Contat and
Michel Rybalka. Trans. Frank Jellinek. NY: Pantheon Books,
1976.
Tambonni, R., J. Stiff and C. Heidel. "Reacting to Graphic
Horror: A Model of Empathy and Emotional Behavior. "
Communication Research 17 (1990): 616-640.
Turner, Craig and Tony Soper. Methods and Practice of
Elizabethan Swordplay. Carbondale: Southern Illinois UP,
1990.
Van der Voort, T. H. A. Television Violence: A Child's Eye
View. Amsterdam, North-Holland, 1986.
Zillman, D. "Transfer of Excitation in Emotional Behavior.·
Sacral Psychophysiology. Ed. J. T. Cacioppo and R. E.
Petty. NY, Guilford Press, 1983. 215-240.

The ethics of fight direction
It is not an easy situation for the fight
designer trying to earn a living working in his
field of expertise. Society of American Fight
Directors (SAFD) president Drew Fracher is
very concerned with creating what he considers
to be "moral theatre." His conclusions on the
issue reflect the trials of his years of experience
working as a fight designer as well as his
service with the SAFD. He suggests, "If you
want to take a moral stand, you need to be in
charge. How can you do that? Well, you can be
a director."
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o•HARA

The Spanish Main

At Sword's Point

RKO, 1945
Director: Frank Borzage

RKO, 1952
Director: Lewis alien

Okay, now she's Spanish and on her way to an
arranged marriage with the evil governor (Walter
Slezak). Luckily, Maureen is captured by dashing
pirate Paul Henreid. They hate each other right
off so you know they are star-crossed. Watch for
Maureen's pistol duel with pirate Anne Bonney.

Another of what were referred to on the lot as
"Easterns," Bagdad had Maureen as a Sheik's
daughter returning from a London visit to find
her father dead, his wealth gone, and his followers
scattered. Whodunnit? O'Hara sings three songs,
undubbed, which doesn't help the film .

Shot in 1949 in the wake of interest in swashbucklers stirred up by MGM's 1948 The Three
Musketeers, the
film languished
on the shelf.
Then Corne]
Wilde scored a
big hit in The
Elsa Lanchester on Maureen O'Hara
Greatest Show
on Earth and
this earlier flick was hastily unearthed.
Based on Alexander Dumas' Twenty Years
Our favorite female
After, the rather silly plot is basically Musketeers:
swashbuckler as
Claire, the daughter
The Next Generation. The grown children of the
of Athos, in the 1952
original quartet answer a call from their queen.
At Sword's Point.
Athos' offspring turns out to be a
daughter whose mastery of the
sword is the equal of her male
counterparts. D'artagnan Jr.
(Wilde) finds himself smitten by
fiery Claire (French again). The
swordplay is energetic and Wilde
himself (a member of the 1936
Olympic fencing team) rehearsed
the fights uncomplainingly with
his co-stars.

ADVENTURE FILMS OF MAUREEN O'HARA

82 minutes. Color.
Not available on video

81 minutes. Black and white.
Not available on video

The Hunchback of Notre Dame

Tripoli

Mclintock!

QUEEN OF THE SWASHBUCKLERS, THIS IRISH COLLEEN
PLAYED PIRATES, GYPSIES, AND ARABIAN PRINCESSES
Born Maureen Fitzsimmons on August 17,
1920 in Miltown, Ireland, this flame-haired
colleen with the flashing green eyes had an
unlikely screen career playing gypsies,
Arabian princesses and swashbuckling pirates.
She never achieved any great stature as a
serious actress although her beauty was widely
acknowledged. In fact, along with Lucille Ball
and Betty Grable, she was known as one of the
"Technicolor Queens" as her vivid coloring
made her a sensation in her first color film,
The Black Swan.But to fans of adventure films,
she was there, sword in hand or rose between
her teeth, or both, in some of the best (and
silliest) films of the forties and fifties.
The second eldest of six (two boys, four
girls), Maureen inherited her love of drama
from her mother, Rita Lilburn, a member of
the Abbey Players, Ireland's national theater
group. Maureen began acting in radio plays in
Dublin at 12; became an Abbey player herself
at 14. At 17, she won a beauty contest judged
by American nightclub star Harry Richman.
He encouraged her to take a screen test.

Enter Charles Laughton •••
Charles Laughton, looking for a leading
lady for his movie Jamaica Inn, saw the test,
liked Maureen but not the test, gave her a
second test, and signed her.
"No, I was not nervous when I met him,"
she said back then. "I have never been nervous
in my life. Not of anyone or anything have I
ever been nervous!"
Laughton always enjoyed telling how he
and fellow cast members Leslie Banks and
Emlyn Williams were all set to help out the
beautiful newcomer with acting advice when
they began Jamaica Inn. Then he would add
with a chuckle, "But after the first day's
shooting we gathered back of the set and said,
to a man, 'Did you see her?' That's when we
knew we had something in the gel."
Laughton remained fascinated with his
Irish protege, although his wife, actress Elsa
Lanchester, was less than enthused about his
enthusiasm.
Coming to America ...
Laughton took Maureen with him to
Hollywood to co-star opposite him in The
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Hunchback of Notre Dame as the gypsy
dancing girl, Esmerelda. It marked a
sensational American debut for her.
Over her three-decade career, Maureen
O'Hara starred in 52 films. She cites as her
favorites The Long Gray Line, Sentimental
Journey, The Quier Man (one of five films
with her close friend John Wayne), and How
Green Was My Valley (with her favorite
director, fellow Irishman Aloysius O'Feeney,
better known in Hollywood as John Ford) .
How Green Was My Valley contained her
favorite scene - on the Welsh mountain slope
with Walter Pidgeon, the minister who loves
her but will not ask her to share his hardships,
tenderly explaining why they must go their
separate ways. "It was," she says, "a romantic
scene to remember - quiet, without even a
kiss, yet eloquent with the deepest emotions"

101 minutes. Color.
Not available on video

Sinbad the Sailor
RKO, 1947
Director: Richard Wallace

Tongue-in-cheek adventure with Douglas
Fairbanks, Jr. as the swashbuckling hero who
seeks the lost treasure of Alexander and the love
of a tempestuous red-headed Arabian princess.
117 minutes. Color.
Available on video

Bagdad
Universal, 1949
Director, Charles Lamont

"She looked as if butter wouldn't
melt in her mouth- or anywhere
else."

1939
Director: William Dieterle

1950
Director: Wi ll Price

1963
Director: Andrew V. Mclaglen

Maureen is a very Irish-looking French gypsy in
this classic Victor Hugo tale of medieval Paris.
Charles Laughton turns in an unforgettable
performance as the deformed bell-ringer whose
love for the beautiful Esmerelda is doomed. He
nonetheless rescues his beloved from the gallows
and the bad guy and watches in anguish as she
departs his life on the arms of another man.

Maureen as a harem girl romanced by American
John Payne in this tale of marines battling
Barbary pirates in 1805. With Howard daSilva.

Are you ready for the Duke
and Maureen in a parody of
The Taming of the Shrew?
John Wayne is a cattle baron
who can run his business
and his home town but can't
make any headway with his
fiery Irish (whoa, they cast
Maureen as Irish) wife. The
climax is a knockdown, drag
out brawl between Wayne
and O'Hara that ranges
through most of the town
and climaxes with her
being publicly spanked.
This naturally saves their
marriage. Excuse me just
a moment while my
feminine sensibilities rise
up and make me gag .
Okay, I'm back. Other than
that last bit it's a fun flick .

117 minutes. Black and white.
Available on video

The Black Swan
20th Century Fox, 1942
Director, Henry King

Maureen is a haughty English aristocrat in this
rootin'-tootin' adventure on the high seas that the
New York Times called "the prettiest film this
season." Tyrone Power is a Jamie Waring, a
dashing pirate who chases evil George Sanders
throughout the Caribbean. But first, Power takes
time to punch out and kidnap the governor's
daughter. The film is based on the novel by
Raphael Sabatini. Leon Shamroy's
cinematography won an Oscar.
85 minutes. Color.
Not available on video

85 minutes. Color.
Available on video

Flame of Araby
Universal, 1952
Director: Charles Lamont

We know who the title character is, don't we?
It's off to Tunisia with Jeff Chandler who captures
a black stallion and wins a crucial race atop it,
thus foiling the bad guys and winning the hand
of the aforementioned flame.
85 minutes. Color.
Available on video

Against All Flags
Universal, 1952
Director: George Sherman

Maureen gets to sling steel as a pirate queen in
this Errol Flynn swashbuckler. Flynn is a British
spy assigned to infiltrate the Barbary Coast
pirates and bring them to justice. Being Flynn,
he ends up on luscious Maureen's crew, foils
Anthony Quinn and reforms O'Hara.

•

85 minutes. Color.
Available on video

Margaret Raether is editor of the
Fl9ht Master.

127 minutes. Color.
Not available on video
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LOOK AT A FACSIMILE OF FIVE BOOKS ON FENCING
AND DUELING WRITTEN IN THE SIXTEENTH CENTURY
BY
DALE
A ..... THO ..... Y
GERARD

THREE ELIZABETHAN
FENCING MANUALS
by James L. Jackson
-~
'
i,.,.;:;,c--=~

Delmar, New York, Scholars'
Facsimiles and Reprints, 1972,
(ISBN0-8201-1107-41)$75 .00.
A collecting of five Elizabethan
manuscripts concerning fencing and
dueling, comprising 634 pages of text.
_.
-

DUE TO THE SCOPE OF JACKSON ' S
Three Elizabethan Fencing Manuals, "The
Pen and the Sword" has divided the review of
the volume into two parts. This issue (Part I)
will look at the entirety of Jackson's volume
and the first two books contained in his text;
Giacomo di Grassi's His Trne Arte of Defe11ce
( 1594) and Vincentio Saviolo's first book, The
use r~f' the Rapier and Dagger ( 1595).
In Part II, "The Pen and the Sword" will
continue its review of Jackson's volume,
looking at the remaining three works contained
in the text, Vincentio Saviolo's second book,
Of Honour and Honourable Quarrels
( 1594/95) a:.. well as George Silver's two
manw,cript~, Paradoxe rd'Defence ( 1599) and
Brief In structions upon My Paradoxes rd'
Defence (c. 1600).

Renaissance fencing manuals

PJe'11/ricaJ
(707) 226-2845

and

cinema
(619) 726-1411
Opinions expressed in
The Pen and the Sword ·
are those of the reviewer
and may not reflect the
opinion of the Society of
American Fight Directors
asa whole.

Three Eli::abetlw11 Fencing Manuals is a
mi:..leading title for Jame,; Jackson's facsimile
collection of Renais:..ance " fencing Manuals."
The volume actually contain~ the only five
book~ concerning fencing and dueling written
in Engli:,h during the later half of the sixteenth
century. Three of these texts are provided by two
Italian Ma~ter, of Fence, Giacomo di Grassi and
Vincentio Saviolo, and the la,t two are written
by the Engli:,h Gentleman George Silver.
Three of the manuscripts are actually
"fencing manuals" (one by each author), while
the other two deal with different social aspects
and attitudes of swordplay and civil combat.
As a volumed work, Jackson's collection
provides the reader with a well rounded view
of the basic attitudes and mechanics of
Elizabethan swordplay .
In a short five-page introduction, Jackson
offers the reader a brief description of the
history, structure and significance of each of

the manuscripts. This brief history is supported
by quotes from Egerton Castle's authoritative
Schools and Masters of Fence' Although brief,
Mr. Jackson's introduction touches on the
general information concerning the works and
provides the reader with a basic knowledge of
the authors and the significance of their
treatises. This information parallels that of the
Dictionary of National Biography (DNB), and
further information can be gathered by reading
either Arthur Wise or Egerton Castle. 1

Faithful, but difficult manuscripts
Jackson has faithfully reproduced these
manuscripts as they were originally printed.
No attempt has been made by the editor to
clarify or correct any of the texts. He provides
the reader with no footnotes, glossary, index or
subject specific table of contents. These are
truly photographic reproductions of
the originals from the Folger Library .
His attempt was not to explain the~e
manuals, but, only to provide them
to our generation for reference
and research in order that we
may further understand
Elizabethan England and
the dramatic works of
Shakespeare and hi:..
contemporaries.
"These manuals" he
says in his introduction.
"are presented here
together to facilitate the
recovery of knowledge of
Elizabethan fighting style:..
and to make them available
for a fuller understanding of the
references to fencing in
Elizabethan literature." [Intro. p.
v]
Because Mr. Jackson reproduced
these manuscripts in their original
form, they can prove quite difficult to
read. The early phonetic spelling
(which can vary from page to page),
abbreviations and type face (including
the long "s") can aggravate and confuse
even the most determined reader. To
make the task even more difficult, all of

1 Castle, Egerton. Schools and Maste/5 of Fence, reviewed "The Pen and the Sword " The F,3ht Master, Fall 1990, Vol. XIII #3, p. 40-41 .
- Ibid, and Wise, Arthur Mand History of Pe/Sonat Combat, reviewed "The Pen & the Sword" The Fl3ht Master, Spring 1992, Vol
XIV #1, p 43-44 .

THE FIGHT MASTER •

SPRING 1995

these texts assume some knowledge of fencing
terms common in Elizabethan England. Many
of these terms, like in the works of Shakespeare
and his contemporaries, are used without any
indication to their meaning. This makes
comprehension of the manuscripts difficult.

Making sense of the text
There are presently no glossaries or
dictionaries that serve as an adequate aid to
reading these manuscripts. Thus, 1 have found
it best to skim through the texts once or twice
without reading for content. In each pass
through the text, circle, mark or write down
every word, phrase or term that is foreign or
unfamiliar to you. Do this in each text (as
different authors used the same words in
different ways). Nole the words and then
underline, high-I ight or write down any and all
definitions (or partial definitions) as they are
stated. Sometimes words will be used several
times before they are even partially explained .

"The simplicity of di Grassi 's style remained
popular long after it was written ... ~
·Then, make a list of each word and all its
variable definitions (as they are explained in
the text), creating your own glossary of terms.
This makes reading for content much easier, as
you have at your finger tips a clarifying
reference source. Trust me, even the OED will
not be as helpful as your own source book
pulled from the pages of each particular
manuscript.' With this glossary the content of
each text becomes much clearer.
Aside from making each text more
readable, this glossary can help in the analysis
of other period manuscripts, both on fencing
and theatre. Just because the OED states a
word means a certain thing, does not mean that
is has only one meaning. In Savio lo and di
Grassi certain words are bandied about with
relatively the same meaning, but Silver seems
to have misunderstood these terms at times.
This also could be true of English
playwrights. Shakespeare's reference to "the
immortal passado, the punto reverso, the hay!"
(Romeo and Juliet II.iv) may be more akin to
Silver's misinterpretation than the "Italian"
reality of the actions. There is, of course, no
way of knowing, but this opens up a new line
of research and analytical study of Elizabethan
theatrical text.
Because this process of skimming and
developing a glossary is time-consuming many
people avoid the task and seek easier answers .
The fundamental difficulty in reading and

•

understanding these texts prompted Tony
Soper and Craig Turner to undertake the
monumental task of analyzing and trying to
explain these manuscripts in simple, modern,
English:
This venture is quite a noble effort,
unfortunately I feel that these authors did what
Jackson was trying to avoid, they provide an
opinionated analysis of the works that is not
always based in fact. For the actor and
combatant interested in the fundamentals of
swordplay in the Elizabethan era, their text
provides ample enough information to develop
an understanding of the social and political
environment of a character. It also gives the
reader an interpretation of Elizabethan
Swordplay, but, if you are interested in
discovering the art for yourself, go to the
primary source.

Grassi, Giacomo di.
His true Arte of Defence, plainlie teaching
by infallable demonstrations. apt Figures,
and perfect Rules the manner and forme
how a man without other Teacher or
master may safelie handle all sortes of
weapons as well offensive as defensive.
With a treatise of Disceit or Falsinge: and
with a waie or meane by private industrie
to obtaine Strength. Judgment and Activitie.
First written in Italian by the aforesaid
Author, and Englished by J.G., gentleman.
4°. 1594
London: sold within Temple Barre at the
sign of the Hand and Starre.
[ 181 pages; 20 illustrations. l

Giacomo di Grassi
In 1570 Giacomo di Grassi, a celebrated
Italian Fencing Master, wrote the Ragioni di
adoprar sicurame11te /'arm ("Reasons to adopt
securely the arm") a work that obtained a great
reputation for its simplicity of style. His work,
in comparison to the methods of the older
schools of fence, was an uncomplicated
approach to fencing.
The simplicity of di Grassi's style remained
popular long after it was written, and thus,
twenty-four years after its first printing in
Venice, it had the honor of being "Englished
by a gentleman" in 1594. The translation was
done by an unknown gentleman (although
some speculate that this might have been the
Italian Fencing Master Jeronomoe). The text
was then "edited" by Thomas Churchyard,
with both translator and editor remaining quite
true to di Grassi's treatise making few
alterations from the original. Hence, when his
labors were presented in 15941 many of the

J The Oxford Enshsh D1ct1onary, reviewed '"The Pen a~d the Swo,d'" The F13ht N'oaster, Spring/Summer 1994, Vol. XVII #1, P 35-39.

THE FIGHT MASTER •

SPRING 1995

techniques were quite out-of-date.
The English text opens with a verbose
dedication and introduction by the editor
Thomas Churchyard. This is followed by a one
page translation of di Grassi's original
introduction. Prior to the actual text, there also
is a three page Preface and an Advertisement
that do not appear in the Italian original. The
Preface is attributed to Churchyard while the
Advertisement was probably provided by the
translator. This is supported by the reference of
translating the Italian word "spada" (meaning
"sword") into rapier.

Fundamental principals of weapons
The rest of the text is a series of sections
or chapters concerning di Grassi's discourse on
the "True Art of Defence." In these 168 pages
of text, di Grassi offers his reader the fundamental principals of nearly all weapons used on foot
in the sixteenth century. His discourse covers
the practical use of the single rapier, rapier and
dagger, rapier and cloak, sword and buckler,
sword and target, the case of rapiers, the two
hand sword, the staff and pole-arms. There is,
however, no table of contents or index to help
the reader locate particular weapon styles or
techniques offered by di Grassi.
Once you get over the Elizabethan typeface and spelling, the text is surprisingly
straight forward and easy to read. Unfortunately
readability does not mean understandability.
Di Grassi's work (like almost all Elizabethan
treatise on the subject) tends to clarify little
while saying much. The reader needs a good
deal of understanding concerning historical
blade-play and a working vocabulary of
historical fencing terms to make sense of the
long-winded writing style. The text, however,
is well worth the effort, containing a good deal
of information concerning the practice of
fencing from around the 1560s up till the
1580s and 90s.

Lines of attack
Di Grassi's work is apparently the first to
define the different parts of the blade with
reference to their properties for defense and
offense and to take into consideration the
question of "lines of attack."
Di Grassi believed that if the armed hand
was placed in front of the body in a position
approximately equidistant from all parts of the
body that may be attacked, that those parts as
either above or below the hand, on the right or
the left of the hand defined the lines of attack.
An attack coming above the hand is said to be
in a "high line"; below, in a "low line", outside
(to the right) of the hand, in an "Outside line",
inside (to the left), in an "Inside line "

Consequently, the expressions high
outside (or inside), low outside (or inside) in
later fencing treatises, competitive fencing
books and, of course, in stage combat.
The information provided in this text
concerning the use of the single rapier, double
fence techniques, as well as two-handers and
pole-arms is of excellent interest to the
historical combatant and the theatrical
swordsman. Di Grassi discusses in his work
the movement of the arm and body; posture,
stance and footwork.
Offering the reader specific wards or
guards and the most practical and efficient
offensive and defensive actions from these
postures. The text is actually quite informative
and provides the reader a good deal of
information on actual mechanics of early
rapier play. The manual format provides the
reader tactical information on what the best
options in each particular ward are, both
offensively and defensively.
Di Grassi also believed that the dagger
afforded a very strong defense and favored a
freer employment of the point against the older
theorie~ of swordplay. But, being an earlier
treatise on fencing, the point did not
immediately reign ~uperior and he advises the
use of the cut in addition to thrusting attacks.
Generally when a thrust was unsuccessful or
the blade had been beaten aside, he instructs
the reader to maneuver the blade so that a cut
might be made to their opponent's face or
wrist. The edge was still considered superior in
these instance~. Di Grassi's system of bladeplay is more than likely the most commonly
followed in Europe during the last quarter of
the sixteenth century.

"Di Grassi's system of blade-play is more than
likely the most commonly followed in Europe
during the last quarter of the sixteenth century.~
Unlike a number of historical texts on
swordplay, di Grassi's text actually provides
the reader with strong technical information on
the practical use of the weapons most common
from around 1570 until the turn of the century.
Although a good deal of the information
in the manuscript is dated in comparison to the
works of Saviolo, the text is more beneficial to
today's reader in providing legible information
on the technical management of the body and
weapon. Of all the manuscripts available in
English on rapier play written prior to 1600,
thi~ is the best find I have come across yet. I
recommend it as foundational reading both for

• Soper & Turner, Methods and Practice of Elizabethan Swordplay. Southern lll1nois Press, 1990, reviewed '"The Pen and the Sword '" The fl9ht
Master, Spring 1991, Vol. XIV #1 , p . 47-48.
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developing a "color" of historical combat in
theatre today and as a primer for less technical
manuals of the same period.

Saviolo, Vincentio

His Practice in Two Books; the first
intreating of the use of the Rapier &
Dagger, the second of honour and
honourable quarrels
London: John Wolff, Printer 1595.
Although the rapier was introduced to the court
of Mary Tudor ( 1553-1558), rapier fence or
"foyning" as it was known, did not take hold in
England until about 1580 when Vincentio
Saviolo introduced the art to the court of
Queen Elizabeth.'
His book in 1595 was the first text
concerning rapier-play originally written in
English. In the introduction to 'Three
Elizabethan," Jackson surmises that the
appearance of the 1594 translation of di
Grassi's text may have indicated the need for
an up-to-date volume, and thus the di Grassi
book may have encouraged Saviolo to publish
his text for Englishmen in the following year.

'-His book in 1595 was the first text concerning
rapier-play originally written in English.~
I, however, disagree. In Elizabethan
England it took longer than a year for a text to
be written, type set and printed. In fact, if the
translation of di Grassi's text did spur Saviolo
on to write his manuscripts, he would have had
to complete the work in less than eight months.
The di Grassi translation was licensed on
March 22, 1594 while Saviolo ' s was licensed
on November 15, of the same year.
Rumors of the di Grassi translation may
have started the wheels in motion, but it is
unlikely that Saviolo responded to its
publication by turning out his own book in that
time. Whatever the truth is behind the
motivating force for Saviolo's work, the 1595
manuscripts were the first non-translated
English publications on rapier-play.

Two books from Saviolo
As the title promises, Saviolo's work is
presented in two books. The first deals
specifically with the use of the rapier and the
rapier and dagger. His second book deals with

•

dueling punctilio and matters of honor.
It is generally understood that Saviolo's
first book, lllfreating of the use of the Rapier &
Dagger, represents the basic mode of rapier
play in practice while most of Shakespeare's
plays were written . Saviolo's system shows the
basic knowledge of rapier fence available to
Shakespeare and his contemporaries.
Ben Jonson and others refer to Saviolo by
name, although Shakespeare does not. But,
Shakespeare makes easy use of rapier knowledge
in his plays. In fact, SAFD Maestro J.D. Martinez
speculates that Shakespeare may very well
have sat in on some of Saviolo's classes in the
Blackfriars. ''

Saviolo, Vincentio
lntreating of the use of the Rapier & Dagger
London: John Wolff, Printer 1595. [Book I:
114 pages of text; 3 page dedication by
the author, 6 page preface; 6 illustrations . ]

[MF - Early English Books 1475-1640,
University Microfilms International, 300 N
Zeeb Rd., Ann Arbor, Ml 48106]
Saviolo's first book opens with a simple
dedication to the Earl of Essex and Ewe
presenting the text as a New Year's gift to his
Honor. This done, Saviolo then provides a brief
note to the reader expounding on the nobility
of the science of arms and the necessity of this
text. In this brief introduction he provides the
reader with notes on general etiquette and
practical advice on the dangers of hot-headed
and dishonorable quarrels. Despite being a
book on the science of fence, Saviolo is quite
clear that his practice should only be used in
self defense, just causes and points of honor.

Between Master and Student
The body of Saviolo's text is written in
dialogue form. Saviolo wrote his as a discourse
or conversation between a Master (Vincentio)
and his student (Luke). Dialogues of this sort
were a common form for presenting technical
manuscripts on fencing in this period. This in
itself is an interesting reading in overly polite
conversation, but adds little to the information
being presented. The student asks certain
questions, which the Master always answers
satisfactorily. It is interesting in the presentation of the "questions" that the student puts
forth many of the arguments George Silver
offers in his text against the Italian rapier. 7
Although the non-fencer may find
Saviolo's discussion of fencing hard to follow,

s JD. Martinez provides a brief history of Vincentio Saviolo in "A Tale of Jealousy, Swordplay, and a Certain Italian," The fl9ht N.ilster Fall, 1990.,
Vol. XIII #3, p. 16-18.
blbId.
7 S1 Iver, George. P11r11doxes of Defence. London, 1959
George Silver. and his brother Toby challenged Saviola and another Italian master. Jeronimo, to a public contest in arms. Despite the postIns
and delrvery of the challenge the Italian masters did not show for the contest and the two philosophies were never publicly put to the test.
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his system is a fine one. It is simple and wellorganized, and designed to protect the fencer
as much as harm his opponent. His "Lessons"
are broken down into different days of work
between the Master and the student. The
discourse style of the text makes it possible for
the reader to actually recreate a series of bladeplay, parry and riposte, as it would have been
executed in Elizabethan England. Saviolo
offers an attack, its counter, the counter's
counter and so on.

An invaluable tool
This, along with a fundamental understanding
of technique and terminology of rapier-play, is
an invaluable tool to the researcher of
historical swordplay. By offering a series of
offensive and defensive actions Saviolo puts
his tactical practice into action rather than
theory. One definitely needs a foundation of
information before tackling this text, but once
the fundamental hurdles are cleared, the text
moves and reads well and provides the reader
with a form or "choreography" of offensive
and defensive movement.
To support Saviolo' s text, the author has
provided six illustrations depicting various
postures with the rapier alone as well as the
rapier and dagger. All the illustrations depict
the student and the master in various wards
and guard positions.
The illustrations are not labeled and there
sometimes is some confusion as to what
particular ward is being depicted, and on
which page the information may be found.
Generally, however, the text accompanies the
illustrations well enough that the reader can
label the illustrations as their meaning is
discovered. There are no illustrations for
offensive footwork or defensive slips and
voids of the body. The provided illustrations
are helpful but a text of this sort would be
much better served by illustrations such as
those in Domenico Angelo's classic work."

minute developments in the science. Unlike
Marozzo, however, Saviolo does recognize the
superiority of the point and teaches the use of
the thrust over the cut in his manuscript. This
is an advancement in regards to Marozzo, but
di Grassi also spoke of the superiority of the
point some twenty-five years earlier.

'- ... techniques are logical and effective and the
lessons and their "choreography" provide the
reader with a good deal of information ... ~
Saviolo's techniques are considered the
most common form of rapier-play practiced in
Elizabethan England. His techniques are
logical and effective and the lessons and their
"choreography" provide the reader with a good
deal of information concerning footwork,
placement of the hand, weapon and body, as
well as studies in gentlemanly conduct.
In fact, Saviolo's overly polite discourse is
part of his link between gentlemanly codes of
behavior and swordplay. This ties this text
more closely to his second, Of Honour and
Honourable Quarrels. This book, however,
stands well on its own. If the reader has a
foundation in terms and techniques of
Elizabethan swordplay, Saviolo's "Of the use
of the Rapier and Dagger" is an informative
source book on exchanges of swordplay and
other practices of the gentlemanly art.

•
Dale Anthony Gerard 1s an SAFD certified teacher based 1n
New York and a regular contributor to the Fight Master.

Few new revelations
Despite the popularity of Saviolo and his
work, his system offers few new revelations
and actually does little to advance the art of
fence." An intelligent man, he combined many
of the newer practices of both the Italian and
Spanish schools, but a good portion of his
technique parallels the defensive positions and
footwork developed by Marozzo in 1517."'
The foundation of Marozzo' s teachings
provided tested and true techniques of bladeplay for Saviolo's students, but offered only

e Angelo, Domemco The Schoof of Fencing. London, S. Hooper, 1765. [over 47 large, detailed plates]
9 The volume does, however, apl){':ar to have been well known and popular in the late sixteenth and early seventeenth centuries (George
Silver admits to having read the text.)
10 Marozzo, Arch1lle Opera Nov11. Venetia, M. Sessa. 4°. 1517. [second ed. 1550, third ed. 1568]
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DECEMBER

DECEMBER

Temple University

Anaheim

OF THE

Date: December 18, 1990
Instructor: Payson Burt
Adjudicator: Christopher Villa

Date: December 11, 1993
Instructor: Richard Lane
Adjudicator: Christopher Villa

Erik T1eze
Enc Parham

Clynnell Jackson
Darren Raleigh

SAFD'S

Rapier & Dagger, Unarmed, BS
Rapier & Dagger, Unarmed, BS

AUGUST

PROFICIENCY

SKILLS TEST
THROUGHOUT
THE COUNTRY

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,

BS
BS
BS
BS
BS
BS
BS

R& D, Unarned, BS
R& D, Unarned, BS

Recommended
R& D, Unarned, BS

Recommended
R& D, Unarned, BS

Recommended
Robert I. Richardson IV
Stephanie Bettman
Sam Wellington
Ten Lamm
Robbie Berry
O.T Basset
Mana Santucci
Pat Walsh

R& D,
R& D,
R& D,
R& D,
R& D,
R& D,
R& D,
R& D,

UA,
UA,
UA,
UA,
UA,
UA,
UA,
UA,

BS
BS
BS
BS
BS
BS
BS
BS

NOVEMBER
\ Academy of the
• Sword

Matthew Lagare
R& D, Unarned, BS
Todd Gunther
R& D, Unarned, BS

JUNE
Freehold Theatre Conservatory
Date: June 27, 1993
' Instructor: Geoffrey Alm
Adjudicator: Christopher Villa
Michael De Laurent1s
R& D, UA, BS

Recommended
R& D, UA, BS

Eric Van Beuzekom

Recommended
R& D, Unamed, BS

Recommended
Rapier & Dagger,
Rapier & Dagger,
Ra pier & Dagger,
Ra p ier & Dagger,

Unamed,
Unarned,
Unamed,
Unamed,

BS
BS
BS
BS

AUGUST
Minnesota Renaissance Festival
Date: August 26, 1993
Instructor: Michael Anderson
Adjudicator. Christopher Villa

SPRING 1995

Rapier & Dagger, Unarmed, BS
Rapier& Dagger, Unarmed, BS

MARCH
Seattle
Date: March 20, 1994 - Recertification
Adjudicator: David Boushey
Rapier & Dagger, Unarmed

Date: May 1, 1994
Instructor: James N. Brown
Adjudicator: John Robert Beardsley
Steve Barker
Paul B. Crook
Michelle M. Ladd
Teresa A. Mahan
Holly E. McDonald
Michael M. Sartain
Karen L. Shepherd
Matthewvon Redlich
N1ambi Williams
Nora Wrobel

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier& Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier& Dagger,
Rapier & Dagger,
Rapier & Dagger,

Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS

University of Virginia
Date: May 13, 1994
Instructors: Colleen Kelly
Adjudicator: J.D. Martinez
Pip Tu Ion

Rapier & Dagger, Unarmed, QS

Eddie Collins

Rapier & Dagger, Unarmed, QS

Jason George

Broadsword, Smallsword, BS & Shield

Mark Boynton

Broadsword, Smallsword, BS & Shield

Rap1er & Dagger, Unarned, BS
Rap1er & Dagger, Unamed, BS

Recommended
Recommended

Andrew Troth
Stephanie Kine
Caroline Bootle
Mark Rabinowitz
Aaron Neptune
Van Zeiler

Recommended
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS

Niagara University
Date: May 15, 1994
Instructor: Steve Vaughan
Adjudicator: J. Allen Suddeth
Aaron Dyo
Beth laskie
Bridget Foran
Janien Nola
Diana Sprover
Marla Militello
Jen Swart
Kelly Mott
Lee Glenney
Mike Bermingham
Peter Maier
Chris MacEwan
Shann Sheley

Recommended
Joel H1melhoch

R & D, UA, BS, Smallsword

R& D, UA, BS, Smallsword
R& D, UA, BS, Small sword
BS, QS, Brdsword & Shield
BS, QS, Brdsword & Shield
R& D, Unarmed, Smallsword
R& D, Unarmed, Smallsword
R& D, Unarmed, Smallsword
R& D, Unarmed, Smallsword
R& D, Unarmed, Smallsword
R& D, Unarmed, Smallsword
Broadsword, Quarterstaff
Broadsword, Quarterstaff
R& D, Unarmed, Smallsword
R& D, Unarmed, Smallsword
R& D, Unarmed, Smallsword
R& D, Unarmed, Smallsword
R& D, Unarmed, Small sword
R& D, Unarmed, Smallsword

Larry Hunter
Steven Baz
Jake McKinney
Phillip J. Lee
Michael Wilkens
Ernest Datcher
Blake Cadkin
Knshe Hassinger
Pam Klier
Sam Shorr
Corinna Bryan
Enc Virkkala
David Grieco
Scott Beauregard
Deborah Kerr
Mana Livas
Matt Dion
John Tiliakos

Impulse Studios

Recommended

Date: Nov. 5, 1992
Inst.: Richard Lane
Adjud: Chris Villa
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Trampis Thompson
Christopher DLNall

University of Alabama

Recommended

Tasha Hardy
Luis Rosa

Date: January 29, 1994
Instructor: Gregory Hoffman
Adjudicator: Christopher Villa

MAY

Date: September 5, 1992
Instructor: David Doersch
Adjudicator: Christopher Villa
J. Todd Adams

Date: June 2, 1994
Instructor: David Woolley
Adjudicator: David S. Leong
Jason Tinker
R& D, UA, BS, Smallsword

Recommended

Harris Smith

Utah Shakespeare Festival

Anna-Marie Broback
Lisa Nakamura
Michael Crowley
Wade Clegg

Rap1er & Dagger, Unarned, BS
Rapier & Dagger, Unarned, BS

Anaheim

Date: August 24, 1992
Instructor: Dexter Fidler
Adjudicator: Christopher Villa
Tina Mane Abas
Anthony Casper
Franz Elizondo
Andrew Harkins
Brad Hoberlee
Brian T. McCarthy
Shen Novak

Columbia College, Chicago

JANUARY

Idaho Shakespeare Festival

SEPTEMBER

•

JUNE

ESULTS

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier& Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier& Dagger,
Rapier& Dagger,
Rapier & Dagger,

Date: June 14, 1994
Instructor: Stephen Gray
Adjudicator: Richard Raether
Virginia Hamilton

Rapier & Dagger, UA, QS

Mark Habert

Rapier & Dagger, UA, QS

Brooks Darrah

Rapier & Dagger, UA, QS

Recommended
Recommended
Recommended
Betsy Chapman
Carl Campagna
Danny Robles
Sal Giordano
Lynn Bernatowicz
Kersten Brookman
Sean Higgins

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

UA, QS
UA, QS
UA, QS
UA, QS
UA, QS
UA, QS
UA, QS

New York Fight Ensemble
Date: June 15, 1994
Instructors: Michael Chin, J. David Brimmer,
Ralph Anderson
Adjudicator: J. Allen Suddeth
Don Kilcoyne
Rapier & Dagger, Unarmed, BS
Chris De Troy
Angela Bonacasa
Karen Komorrnk
Jason Howard
Matt Rau

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,

BS
BS
BS
BS
BS

Seattle

Rapier & Dagger, Unarmed, BS

Recommended
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,

QS
QS
QS
QS
QS
QS
QS
QS
QS
QS
QS
QS
QS

Michael Yingling Rapier & Dagger, Unarmed, BS

Recommended
Rob Bright
LacyAltwine
Lisa Skvarla
Ron Sarchian

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

Unarmed,
Unarmed,
Unarmed,
Unarmed,

BS
BS
BS
BS

JULY

Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,

BS
BS
BS
BS
BS
BS
BS
BS
BS
BS
BS
BS
BS

NATIONAL STAGE COMBAT WORKSHOPS

Actor/Combatant Workshop
Instructors: John Robert Beardsley, Richard
Raether, J.D. Martinez, and J. Allen Suddeth
Adjudicators: Beardsley, Boushey, Leong,
Martinez, Raether, Suddeth

Recommended
Recommended

Andrew Hayes
Kevin Heckman
Anthony Hubert
Sarah Miller
Bridget O'Brien
Charles Packard

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

Bob i>eloso
David Richards
Julia Rupkalv1s
Hope Shapiro
Kris Sutton
Stephen Verner
Sean Westlake
Aaron Williams
Tracy Wood
D.C. Wright
Larry Zabel

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,

BS
BS
BS
BS
BS
BS
BS
BS
BS

Recommended
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,

BS
BS
BS
BS
BS
BS

Recommended
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,

BS
BS
BS
BS
BS
BS
BS
BS
BS
BS
BS

NATIONAL STAGE COMBAT WORKSHOPS

Advanced Actor/Combatant Workshop

Michael Antonik
R& D, UA, Quarterstaff
John Bellomo R& D, UA, BS, QS, SS, BS & Shield
Bob Berwick R & D, UA, BS, QS, SS, BS & Shield

Recommended

Lisette Bross
James Brown
Barbara Burgess
Trevor Dean

Legend of Daniel Boone

Rapier & Dagger, Unarmed, BS

Recommended

BS, as, SS, BS & Shield
R& D, UA, Quarterstaff
BS, QS, SS, BS & Shield
R & D, BS, QS, SS, BS & Shield

Recommended

James Hymes
Robert Isaacson
Stephen Gray
K. Jenny Jones
Jeff A.R. Jones

R & D, BS,

as,

AUGUST
New York
Date: August 15, 1994
Instructor: Robert Tuftee - Recertification
Adjudicator: J. Allen Suddeth
T.J. Glenn
Rapier & Dagger, Unarmed
Rapier & Dagger, Unarmed
Rapier & Dagger, Unarmed
Rapier & Dagger, Unarmed

OCTOBER

Nathaniel Bittman Rapier & Dagger, Unarmed, BS
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

Recommended

Edward Sharon
Unarmed
Lewrs Shaw
R& D, BS, as, SS, BS & Shield
Paul Scherman
BS, QS, SS, BS & Shield
Timothy Tait R& D, UA, BS, as, SS, BS & Shield

Temple University

Leraldo Anzaldua Rapier & Dagger, Unarmed, BS
Robin Armstrong Rapier & Dagger, Unarmed, BS
Tim Bell
Rapier & Dagger, Unarmed, BS

Beau Bridges
Kent Beuss
Brandon Clark
S. Laurel Cope
Kirk A. Corley
Robert W. Dillon, Jr
Kevin Doyle
Wi II iam Reid Draper
Eamon Glennon

Steven Levine
BS, as, SS, BS & Shield
Ian Marshall R& D, UA, BS, QS, SS, BS & Shield
Edward Sharon R & D, BS, as, 55, BS & Shield

Robin Flannigan
Jeni Breen
Erica Bilder

Date: July 29, 1994

Trevor Dean
James Hymes

Date: July 25, 1994
Instructor: John Cashman
Adjudicator: Drew Fracher
Paul Buranosky

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

Date: July 29, 1994
Instructors: David Boushey, David S. Leong
Adjudicators: Beardsley, Boushey, Leong,
Martinez, Raether, Suddeth

Date: June 26, 1994
Instructor: Geoff Alm
Adjudicator: David Boushey
Matt Orme

Donetta Riley
Don Bodie
Amanda Ennis
Jay Ennis
Greg Edwards
Robby Jacobs
Rick Atkins
Toby Pruett
David Setum
Justin Shultz
Jimmy Blunt
Dave Hopkins
Lawrence Moses

Unarmed
SS, BS & Shield

Recommended

Unarmed
R & D, Unarmed, QS, 55
R & D, Unarmed, as, ss
Rapier & Dagger, Unarmed
BS, QS, SS, BS & Shield

Date:October21, 1994
Instructor: Payson Burt
Adjudicator: David S. Leong
John Brown
William Warriner
Wendy Fenesak
Callum Keith -King
John Littlefield
William Zielinski

R& D, Unarmed,
R& D, Unarmed,
R& D, Unarmed,
R& D, Unarmed,
R& D, Unarmed,
R& D, Unarmed,

QS
QS
QS
QS
QS
QS

DECEMBER
Brandeis University
Date: December 13, 1994
Instructor: Robert Walsh
Adjudicator: J. Allen Suddeth
Jaqueline Klee
John Mabry
Mark Enright
Judah Collins
Michael Wiseman
Monique Wegele
Rob McIntosh
David D1etnch
Chip Lamb
Jay Cotten
Lavra Lee Sh1nk
Richard Hedderman
Christopher Morrison

R & D,
R& D,
R& D,
R& D,
R& D,
R& D,
R& D,
R& D,
R & D,
R& D,
R& D,
R& D,
R& D,

Unarmed, QS
Unarmed, QS
Unarmed, as
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS
Unarmed, QS

University of Virginia
Date: December 17, 1994
Instructor: Colleen Kelly
Adjudicator: J. Allen Suddeth
Peter Howard
R& D, Unarmed, BS
Adam Zahler
R& D, Unarmed, BS
Monica Russell
Robyn Hussa
James Weber
Jack Cummings Ill
Joe Duquette
Richard Martin
Craig Carter
Julie Siefkes

R& D,
R& D,
R& D,
R& D,
R& D,
R& D,
R& D,
R & D,

Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmed,

BS
BS
BS
BS
BS
BS
BS
BS

R & D, Unarmed,
R & D, Unarmed,
R & D, Unarmed,
R& D, Unarmed,
R& D, Unarmed,
R & D, Unarmed,
R & D, Unarmed,
R& D, Unarmed, BS,
R & D, Unarmed,

BS
BS
BS
SS
SS
BS
BS
SS
BS

JANUARY
Columbia College, Chicago
Date: January 19, 1995
Instructor: David Woolley
Adjudicator: Richard Raether
Michael Wilkins
Danielle Collura
Kathryn Rosen
Francisco Gonzalez
Joanna Shook
Eric Virkkala
Jon Collins
Melora Kordos
Michelle Walker
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OLLOWING IS A CURRENT LISTING OF SAFD PEOPLE
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President
Drew Fracher
Abiding Grace Farm
780 Bushtown Road
Harrodsburg, KY 40330
(606) 366-5549
Vice President
Susan Eviston
7411 Moredale Road
Louisville, KY 40222
(502) 425-8115
Secretary
Mark Olsen
University of Houston
Dept. of Theatre
Houston, TX
77204-5071
(713) 743-2915
Treasurer
Mark "Rat" Guinn
Louisiana Tech.
University
P.O. Box 8608
Ruston, LA 71272-0034
(318) 257-2930

FIGHT MASTERS

John Robert Beardsley
Hamilton House
Arts Center
c/o AMRA TROH
Main Street
Charleston, Nevis
West Indies
(809) 469-1424
David Boushey
322 N.W. 175th
Seattle, Washington
98177
(206) 542-1649
Drew Fracher
Abiding Grace Farm
780 Bushtown Road
Harrodsburg, KY 40330
(606) 366-5549
Erik Fredricksen
1425 Textile Road
Ann Arbor, Ml 48108
(313) 944-0116
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David Leong
51 Lincoln Place
Brooklyn, NY 11217
(718) 638-3660

MIDWEST
Cincinnati
Randy Bailey
(606) 491-4751

Payson Burt
3033 Taft Road
Norristown, PA 19403
(215)584-6716

J.D. Martinez
P.O. Box 1053
Lexington, VA 24450
(703) 463-8005

Chicago
Stephen Gray
(312) 404-7972

Brian Byrnes
3417 Juno Street
Pittsburgh, PA 15213
(412) 683-5082

Richard Raether
1834 Camp Avenue
Rockford, IL 61103
(815) 962-6579
J. Allen Suddeth
131 Linden Avenue
Glen Ridge, NJ 07028
(201) 748-5697
Christopher Villa
216 N. Aladdin Drive
Anaheim, CA 92801
(714) 856-6614
REGIONAL REPS.

EAST COAST
Mew York City
Rick Sordalet
(201) 509-0569
Mew York State
Michael Donahue
(202) 686-6369
Washington, D.C.
Brad Waller
(617) 323-7233
Philadelphia
Payson Burt
(215) 584-6716
Baltimore
Lewis Shaw
( 410) 539-1706
Boston
Bob Walsh
(617) 244-7838
SOUTH
Mew Orleans
Mark "Rat" Guinn
(318) 257-2930
Alabama
James Brown
(205) 262-3396
Virginia
Colleen Kelly
(804) 924-8963

Denver
Timothy Tait
(303) 830-7916
Lincoln
Paul Stegar
(402)477-6819
Minneapolis
Michael Anderson
(612) 479-1191
WEST COAST
San Francisco
Larry Henderson
(510) 444-2949
Los Angeles
John Cashman
(213) 669-7950
Nevada/California
Greogy Hoffman
(415) 703-7150
Seattle
Geoffrey Alm
(206)361-5179
Anchorage
Michael Hood
(907) 562-4047
Arizona
Brent Gibbs
710 East Fifth Street
Tucson,AZ 85719

Tim Carryer
1339 N. Sheridan Ave.
Pittsburgh, PA 15206
(412) 441-8798
Dan Carter
1714-B Linda Lane
Normal, IL 61761
(309) 452-5617
John Cashman
2513 Griffith Park Blvd
Los Angeles, CA 90039
(213) 669-7950
James Cheatham
230 W. 79th St., Apt.1A
New York, NY 10024
(212) 724-9502
Michael Chin
531 Main Street #807
Roosevelt Island
New York, NY 10044
(212) 750-9378
Charles Conwell
112 Merlin Road
Phoenixville, PA 19460
(215) 933-8238
Charles Coyl
6321 N. Lakewood
Chicago, IL 60660
(312) 764-3825
(202) 686-6369

CERTIFIED TEACHERS

David "Pops" Doersch
Rt. 5 Box 169
Oxford, MS 38655

Geoffrey Alm
105 57 Dayton Ave. N.
Seattle, WA 98133
(206) 361-5179

Susan Eviston
7411 Moredale Road
Louisville, KY 40222
(502) 425-8115

Ralph Anderson
465 West 49th St., #1 B
NewYork, NY
10019-7239
(212) 247-5393

Dexter Fidler
635 Judah Street
San Francisco, CA
94122
(415) 564-6040

J. David Brimmer
476 Second Street
Brooklyn, NY 11215
(718) 788-5381

James Finney
807-G Judson Avenue
Evanston, IL 60202
(708) 492-0806

Brent Gibbs
710 East 5th Street
Tucson, AZ 85719
Dale Girard
10-01 47th Road
Long Island City, NY
11101
(718) 784-7027
Mark "Rat" Guinn
Louisiana Tech.
University
P.O. Box 8608
Ruston, LA 71272-0034
(318) 257-2930

Douglas Mumaw
Route 1, Box 363 K
Broadway, VA 22815
(703) 896-1059
Mark Olsen
3515 Green Fields Drive
Sugarland, TX 77479
(713) 265-0945
Ron Piretti
15 Leroy Street, #12
New York, NY 10014
(212) 675-4688

Larry Henderson
750 Rand Avenue #4
Oakland, CA 94610
(510) 444-2949

Richard Ryan
10 Cranbook Park
Wood Green
London N22 SNA
United Kingdom
(081) 881-1536

Gregory Hoffman
171 Pier Ave. #257
Santa Monica, CA 90405
(310) 578-8804

Rick Sordelet
46 Forest Street
Montclair, NJ 07042
(201) 509-0569

Michael Hood
1942 N. Salem
Anchorage, AK 99508
(907)562-4047

Robert Tuftee
531 W. 49th Street #2W
New York, NY 10019
(212) 757-1642

Colleen Kelly
University of Virginia
Drama Dept.
Culbreth Road
Charlottesville, VA 22903
(804) 924-8963

Steve Vaughan
800 Vernal Road
Attica, NY 14011
(716) 591-3673

Michael Kirkland
Galveston College
Upper Deck Theatre
5001 Avenue U
Galveston, TX 77550
(409) 763-6551

Brad Waller
5616 Kirkham Court
Springfield, VA 22151
(703) 323-7233
Robert Walsh
58 Rangeley Road
W. Newton, MA 02165
(617) 244-7838

Richard Lane
587 Lisbon Street
San Francisco, CA
94112
(415) 957-3622

David Woolley
2025 W. Shakespeare #2
Chicago, IL 60647
(312) 489-6484

Todd Loweth
216 N. Aladdin Drive
Anaheim, CA 92801
(714) 774-6064

Jack Young
Warehouse Theatre
P.O. Box 454
Greenville, SC 29602
(803) 235-8845

Bob McDougall
P.O. Box 23078
Seattle, WA 98102
(206) 522-2201
Dr. Robin McFarquahr
810 N. Coler #1
Urbana, IL 61801
(217) 333-2893

MEMBERSHIP REPS.

Certified Teachers'
Representative
Geoffrey Alm
105 57 Dayton Ave. N.
Seattle, WA 98133
(206) 361-5179

Membership Rep.
Ricki G. Ravitts
2350 Broadway, Apt. 23
New York, NY 10024
(800) 659-6579
SUPPLIERS

The Armoury
American Fencers
Supply
1180 Folsom St.
San Francisco, CA 94103
(415) 863-7911
Swords and daggers.
Catalog $3.00
Arms and Armor
1101 Stinson Blvd. NE
Minneapolis, MN 55413
(612) 331-6473
Custom swords,
daggers, pole arms and
armor. Catalog $2.00.
Belle & Blade
124 Penn Avenue
Dover, NJ 07801
(201) 328-8488
Videos, books, weapons.
Catalog available.

Dennis L. Graves
Swordcutler
255 S. 41st St.
Boulder, CO 80303
(303) 494-4685
Custom swords &
daggers, all periods.
Sales and rental.
Catalog available.
Mark Haney
6000 J Street
Sacramento, CA 95819
(916) 944-0252
Handmade broadswords.
No catalog.
Jackalope Leather
Goods & Props
Tony Rust
292 Fifth Street
Brooklyn, NY11215
(718) 768-7305
Swordbelts and
hangers, leather
commedia masks, etc.
Lundegaard Armoury
P.O. Box287
Crompond, NY 10517
Custom fantasy swords
& daggers. Catalog $1.50.

Rod Casteel's
Colonial Armory
2850 Bailey Hill Road
Eugene, OR 97 405
(503) 345-4316
Custom swords and
daggers. All periods.
Sales and rental.

Ramshead Armoury
P.O. Box 653
Champaign, IL 61820
(217) 351-7232
Weapons, chainmail,
books. Catalog $2. 00.

Center Firearms Co.
10 West 37th St.
New York, NY 10018
(212) 244-4040
Firearms. All types,
periods. Sales and
rental. No catalog.

Triplette
Competition Arms
162 West Pine Street
Mount Airy, NC 27030
(919) 786-5294
Sport fencing equipment
and theatrical blades.
Catalog available.

Eiler Robert Cook
P.O. Box 188
Etowah, NC 28729
(704) 692-0323
Edged weapons decorative & theatrical.
Catalog available.
Gratzner Period
Accoutrements
P.O. Box 12023
Marina Del Rey, CA
90295
(310) 823-2050
Sword belts and
hangers of all periods.
Catalog $1.00.

Steve Vaughan
800 Vernal Road
Attica, NY 14011
(716) 591-3673
Swords, daggers,
shields, spears, etc.
No catalog.
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Society of American Fight Directors
DEDICATED TO IMPROVING THE QUALITY AND SAFETY OF STAGE COMBAT

The Society of American Fight Directors (SAFD) is a non-profit organization devoted to training, and
improving the quality of stage combat. We are committed to the highest standards of safety in the
theatrical, film and television industries. The SAFD offers educational opportunities across the country
at universities, privately, and at the annual National Stage Combat Workshop expressly to disseminate
this information. In addition, the SAFD tests individuals in three categories:
Actor/Combatant • Teacher •

Fight Master

However, one need not take any sort of test in order to be a member of SAFD. Anyone interested in
the art of fight choreography and stage fighting can join as a Friend. Members of SAFD receive: a 10%
discount on all SAFD workshops; The Fight Master, a journal which is published twice yearly and
contains in-depth articles on the history and practice of stage combat, the latest equipment, staging
practices; and The Cutting Edge, a newsletter updating SAFD activities, policies and member news.
To apply for membership in the SAFD fill out the form below and send to:
Richard Raether, SAFD Secretary-Treasurer
1834 Camp Avenue, Rockford, IL 61103
Dues are $25.00 annually. (For members outside the U.S., annual dues are $30.00)
You must enclose a $25.00 check covering dues for the current year.
Checks should be made payable to Society of American Fight Directors.

r--------------------------------------------,
MEMBERSHIP APPLICATION
SOCIETY OF AMERICAN FIGHT DIRECTORS
PLEASE PRINT

Name

If you've passed the SAFD Proficiency Skills Test, please fill out:

Address

Date Tested
Instructor
Weapons

Phone No. _ _ _ _ _ _ _ _ _ _ __

Adjudicator

L--------------------------------------------J

SAFD

The Society of American Fight Directors
1 834 Camp Avenue
Rockford, IL 61103
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